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TANTRA 
INTRODUCTION 
Tantra is expansion: expansion of consciousness. Tantra 
lures us along a luminous path granting us from time to 
time vision of effulgent height and wholeness. At the 
very end of this path is the promise of our deliverance 
through surrender of self to the supreme energy that 
governs the universe. Tantra is concept of realization of 
the totality of life along a well defined and strictly 
discipline path. 
Tantra is a Sanskrit world derived from the root tan-to 
expands. Tantra means knowledge, which offers the 
possibility of expanding, mans consciousness and 
faculties. Tantra provides a synthesis between spirit and 
matter to enable man to achieve his fullest spiritual and 
material potential. Tantra is not a withdrawal from life, 
but the fullest possible acceptance of ones desires, 
feelings and situations as human beings .It is neither a 
religion nor mysticism but an empirical experimental 
method valid to every one and not limited to any 
exclusive group or section. 
Tantra art is a sign language, which symbolizes the man 
universe relation. Tantric art can be regarded as a form 
of yoga .To penetrates the enigmatic silence and mystery 
of the universe. According to Tantra the cosmos is 
evolved out of fifty matrica sounds. These sounds in 
course of time undergo various changes, giving rise to 
various forms .The common practice in Tantra ritual is to 
make a mantra out of ach letter of the Sanskrit alphabet 
and to associate each with a different part of a body. 
Tantra is both an experience of life and a scientific 
method by which man can bring out his inherent spiritual 
power .In this way the Tantric rituals are the basis of 
many a philosophy-Saiva, Sakta, Jaina, Buddhist or 
vaishnava; Jains, for example, developed to a very high 
degree of an atomic theory, space time relationship, 
astronomical observation and a concept of the universe. 
It is difficult to determine the exact origin of Tantra but 
its ritual symbols are found in Harappan Culture [Indus 
Valley Civilization], [C.3000 B.C]. Its base is 
determined as Indo-Aryan. 
In the early medieval period the reference of Tantra is 
found in Hindu, Buddhist, and Join literature. Tantric 
practices are also found in Nepal, parts of South- l.ast 
Asia, Mediterranean cultures such as Egypt. In India the 
most important centers of tantric worship is Bengal, 
Orissa, Maharashtra, and Kashmir. The foothills of the 
northwestern Himalayas, Rajasthan and parts of south 
India. 
The basic tenets of Tantra could be started both in 
ascending and descending order, from cosmic plane at 
tantras precepts concerning the ultimate reality and come 
down to its notion of creation and the constitutions of the 
objective world, and finally arrive at its understanding of 
the human body and its properties, and the psychic 
process which inter-link man and universe, or through 
man-world-cosmos, culminating in the nature of the 
ultimate reality. It could be achieved either through the 
human body [Kundaliny-Yoga] through performance of 
rights and rituals, or visually through mantra, mandalas 
and deities, or verbally by the repetition of seeds 
syllables [mantra]. Tantras divers methods, which evoke 
the involvement of all senses, at different levels-
physical, mental or psychic, in, consent or singly, are 
directed towards self-enlightenment and a realization of 
the vision of unity. 
Tantric art has always tried to integrate forms into 
geometrical and architectural patterns, the archetypes. 
Geometrical forms dominate the whole range of Indian 
symbolisms, particularly in tantric diagrams and 
formulae. The geometrical symbols in tantric art 
interpreted in the forms of straight line, the triangle, and 
the circle. 
The mathematical zero, discovered in the yogic process, 
was born out of reduction and it is with this number that 
duality comes into existence. 
Tantric text emphasizes the necessity of inner 
visualization and the hidden meaning of things. The 
vision, which enables the artist so to visualize reality, is 
the supreme form of concentration. 
Consciously or unconsciously every mode of expression, 
whether artistic, religious or scientific, is struggling to 
reach that ultimate reality, the one without a second. 
Indian artist or more precisely, tantric shilpy- yogins, 
have conceived this realization in terms of dimension 
sabda [the primordial sound substratum as a form of 
monosyllabic mantra, the Om and Bhramanda as the vital 
key form of a super sensuous world, the egg. Om aims at 
the total elimination of the subject-object by the 
expression of sound rhymes, while brahmanda epitomizes 
the eternal reality in an absolute form. The formless gets 
a time element, a dimension, a permanent shape, the, 
abstraction of which is aimed at incorporating spatial 
values conditioned by sound and light. 
In tantric thought, sound without vibration does exist, 
this under struck- sound, is only heard by the yogi whose 
senses are withdrawn from the external and turned 
inwards. The tantras mention that cosmos evolved from 
the fifty-matrica sounds, embedded within these sounds 
are possibilities of new forms; these potential forms 
materialize when, in the process of evolution, basic 
matrica sounds undergo permutations. 
Sound, according to tantric view, is classified broadly 
into four stages. Para, Pasayanti, Madhyama, and 
Vaikhari. The theory of sound is the basis for the unique 
and magnificent mantra-shastra, through which repletion 
of mantras [thought-forms] and their japa [rhythmic 
mental concentration on them], one can remodel ones 
entire physical, mental, and psychic nature. 
A mantra is primarily a mental sound and regarded as 
fundamental in both the creation and dissolution of all 
forms. 
The power of mantra consists in the effect of its pattern 
of sound waves. Under vibration small particles of 
matter, as one can prove by experiment, group 
themselves into definite geometrical patterns and figures, 
corresponding exactly to the quality, strength, and 
rhythm of the sound. The physical sound patterns 
produced by mantras are capable of coming into 
sympathetic vibrations with sound patterns, which 
constitute physical phenomenon. 
The common practice of tantra ritual is to make mantra 
out of each letter of the Sanskrit alphabet and to 
associate them with different parts of the body; the 
purpose or aim is to feel that the different parts of the 
body are merely the manifestation of the different 
aspects of the great power. The whole body with all its 
biological and psychological processes becomes an 
instrument in and through which the cosmic power 
reveals itself. 
According to tantric principles, the individual being and 
the universal being are one; all that exist in the universe 
must also exist in the individual body. The first and most 
important monosyllabic mantra is the sound Om, 
generally considered to be the sound -symbol of the 
supreme one. Even the conception of the sound Om, 
which is the combination of the three mantras a, u, and 
m, presupposes geometrical patterns corresponding to a 
straight line, a semi - circle and a point. 
Though tantra there is a possibility of new approaches to 
give concrete meaning to the abstract expression in the 
contemporary art movements of the country. 
Contemporary Indian artists like G .R. Santosh, Biren 
De, S. H. Raza, K. C. S. Paniker, Prabhakar Barve, have 
adopted many aspects of tantric art quite frequently. G 
.R. Santosh represented the meditative poses, creation of 
life and the union of shiva - Shakti. Undoubtedly, G. R. 
Santosh was the most well known tantric painter. His 
vast compositions consist of curvilinear forms, which are 
partly lost in mystery. 
In Biren De's each work a central point is found, the 
concept of Garbha-Griha, the union of purusha and 
prakriti and approaches with an individual abstract 
language. He is more dynamic and his new imagery 
transforms of colour have a very unique order. 
S. H. Raza found his niche in the concept of a Bindu- the 
origin of life, the central point of the whole world, 
beginning and a compressed or concentrated point of 
every thing. 
In Paniker's work we find what seems to merely script 
graph appearing like a manuscript page enlarged to the 
size of a canvas. Barve' paintings are more symbolic but 
the effect it produces is in the nature of 'pop' art. His 
colour is more of matter than spirit, but the image he 
produces is something unique in the search. 
Art is not a profession but a path towards truth and self-
realization both for maker and spectator. Tantra has a 
great message for this awareness. Thus, tantric artist 
dedicate themselves to the task of integrating their 
vision. In India tasks were regarded as a branch of yoga 
and involved, like every other spiritual activity, a 
discipline and a ritual by which artist might become 
identified with their creative sources. 
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INTRODUCTION 
Tantra is expansion: expansion of consciousness. Tantra lures us along a 
luminous path granting us from time to time vision of effulgent height and 
wholeness. At the very end of this path is the promise of our deliverance 
through surrender of self to the supreme energy that governs the universe. 
Tantra is concept of realization of the totality of life along a well defined 
and strictly discipline path. 
Tantra is a Sanskrit world derived from the root-tan to expands. Tantra 
means knowledge, which offers the possibility of expanding, man's 
consciousness and faculties. Tantra provides a synthesis between spirit and 
matter to enable man to achieve his fullest spiritual and material potential. 
Tantra is not a withdrawal from life, but the fullest possible acceptance of 
ones desires, feelings and situations as human beings. It is neither a 
religion nor mysticism but an empirical experimental method valid to 
every one and not limited to any exclusive group or section. 
Tantra art is a sign language, which symbolizes the man universe relation. 
Tantric art can be regarded as a form of yoga. To penetrates the enigmatic 
silence and mystery of the universe. According to Tantra the cosmos is 
evolved out of fifty matrica sounds. These sounds in course of time 
undergo various changes, giving rise to various forms. The common 
practice in Tantra ritual is to make a Mantra out of each letter of the 
Sanskrit alphabet and to associate each with a affferent part of a body. 
It is difficult to determine the exact origin of Tantra but its ritual symbols 
are found in Harappan culture [Indus Valley Civilization], [C. 3000 B.C.]. 
Its base is determined as Indo-Aryan. 
In the early medieval period the reference of Tantra is found in Hindu, 
Buddhist, and Jain literature. Tantric practices are also found in Nepal. 
parts of South-East Asia, Mediterranean cultures such as Egypt. In India 
the most important centers of Tantric worship is Bengal Orissa, 
Maharashtra, and Kashmir. The foothills of the Northwestern Himalayas, 
Rajasthan and parts of South India. 
The basic tenets of Tantra could be started both in ascending and 
descending order, from cosmic plane at Tantras precepts concerning the 
ultimate reality and come down to its notion of creation and the 
constitutions of the objective world, and finally arrive at its understanding 
of the human body and its properties, and the psychic process which inter-
link man and universe, or through man-world-cosmos, culminating in the 
nature of the ultimate reality. It could be achieved either through the 
human body [Kundalini-Yoga] through performance of rights and rituals, 
or visually through Mantra, mandalas and deities, or verbally by the 
repetition of seeds syllables [Mantra]. Tantras diverse methods, which 
evoke the involvement of all senses, at different levels - physical, mental 
or psychic, in, consent or singly, are directed towards self-enlightenment 
and a realization of the vision of unity. 
Plate - I 
Shiva carrying the corpse of Sati 
bronze piece in the Gwahor Museum 
Ref.p.3 
Tantric sacred places came into existence when Siva carried away the dead 
body of his consort Sati, or Parvati, which had been dismembered by 
Vishnu into fifty-one parts that tell on different places all over the country. 
These became Tantric pilgrim centers. The Kamakshya temple of Kamrupa 
in Assam, for e.g., is believed to be the place where SatCs Yoni (female 
organ) fell and is regarded as a living centre of her immeasurable power. 
Tantra can be divided into different schools, according to the different 
deities worshipped, esoteric procedures followed and their ends. Saiva, 
Sakta and Vaishnava are the metaphysical school of Tantra. Avidya, Upa-
Vidya and Vidya are the esoteric divisions of Tantra. Dakshinacara, 
Vamacara and Madhyamacara are the psychological schools of Tantra. 
Tantra is both an experience of life and a scientific method by which man 
can bring out his inherent spiritual power. In this way the Tantric rituals 
are the basis of many a philosophy - Saiva, Sakta, Jaina, Buddhist or 
Vaishnava; Jains, for example, developed to a very high degree of an 
atomic theor}', space time relationship, astronomical observation and a 
concept of the universe. 
Astronomy, the science of celestial bodies, had a decisive influence on 
Tantra. Celestial-tides of the movement of planets determine the time for 
various rites. As astronomical charting cr\'stallized, there was a total 
denunciation of pictorial imagery and a shift of emphasis to the delineation 
Plate - 2 
Astronomical computation, Kangra, Madhya Pradesh, 
c. 18* century A.D. 
Ref. p. 4 
.4 
of the elements of natural phenomenon. Space, time, light and motion were 
conceived of against the background of Atmospheric phenomenon. 
Astrological computations, like most Tantric diagrams are also marked by 
mathematical proportions: grid patterns of flat colours have a mosaic like 
simultaneity; kinetic curves encircling solar and lunar arbs, create powerful 
gestalt sensations. Planetary signs abound: the sun as a red solar disc; the 
moon as an opalescent crescent; Mars represent as a vermillion triangle; 
Mercury as a sap green droplet; a yellow straight line represents Jupiter a 
blue-five pointed star denotes Venus; and Saturn is represent as purple. 
Tantric art has always tried to integrate forms into geometrical and 
architectural patterns, the archetypes. Geometrical forms dominate the 
whole range of Indian symbolisms, particularly in tantric diagrams and 
formulae. The geometrical symbols in tantric art interpreted in the forms of 
straight line, the triangle, and the circle. The mathematical zero, discovered 
in the yogic process, was born out of reduction and it is with this number 
that duality comes into existence. 
Between the seventh and eleventh centuries a number of Tantric texts were 
assembled and have come dov^ 'n to us form various sources, notably from 
Kashmir Saiva works of the ninth and tenth centuries and the Tamil Saiva 
poets of the same period, as well as from Buddhist and Vaishanava 
sources. The exact number of Tantric text is difficult to ascertain, though it 
is generally held to be 108. 
Consciously or unconsciously every mode of expression, whether artistic, 
religious or scientific, is struggling to reach that ultimate reality, the one 
without a second. Indian artist or more precisely, Tantric shilpy - yogins, 
have conceived this realization in terms of dimension sabda [the primordial 
sound substratum as a form of monosyllabic Mantra, the Om and 
Bhramanda as the vital key form of a super sensuous world, the egg. Om 
aims at the total elimination of the subject-object by the expression of 
sound rhymes, while bhramanda epitomizes the eternal reality in an 
absolute form. The formless gets a time element, a dimension, a permanent 
shape, the abstraction of which is aimed at incorporating spatial values 
conditioned by sound and light. 
In Tantric thought, sound without vibration does exist, this under struck-
sound, is only heard by the yogi whose senses are withdrawn from the 
external and turned inwards. The Tantras mention that cosmos evolved 
from the fifty-matrica sounds, embedded within these sounds are 
possibilities of new forms; these potential forms materialize when, in the 
process of evolution, basic matrica sounds undergo permutations. 
Sound, according to Tantric view, is classified broadly into four stages. 
Para, Fasayanti, Madhyama. and Vaikhari. The theor>' of sound is the 
basis for the unique and magnificent Mantra-shastra, through which 
repletion of mantras [thought-forms] and their Japa [rhythmic mental 
concentration on them], one can remodel ones entire physical, mental, and 
psychic nature. 
A Mantra is primarily a mental sound and regarded as fundamental in both 
the creation and dissolution of all forms. The power of Mantra consists in 
the effect of its pattern of sound waves. Under vibration small particles of 
matter, as one can prove by experiment, group themselves into definite 
geometrical patterns and figures, corresponding exactly to the quality, 
strength, and rhythm of the sound. The physical sound patterns produced 
by mantras are capable of coming into sympathetic vibrations with sound 
patterns, which constitute physical phenomenon. 
The common practice of Tantra ritual is to make Mantra out of each letter 
of the Sanskrit alphabet and to associate them with different parts of the 
body; the purpose or aim is to feel that the different parts of the body are 
merely the manifestation of the different aspects of the great power. The 
whole body with all its biological and psychological processes becomes an 
instrument in and through which the cosmic power reveals itself 
Tantra is also meditation, but it is a meditation through symbols. These 
may be linguistic syllables {Mantra) or geographical figures {Yantra). 
Tantra Sadhana is a spiritual path which leads to the expansion of one's 
mental objectivity. Means, the arena of mental projection is also increased. 
When a Sadhaka attains the projection of mental arena of 360°, he becomes 
one with the cosmic mind. 
Plate - 3 
Om, Rajasthan, c. 18'" centur}-, 
Gouache on paper 
Ref. p. 7 
There are multiplicity of technique employed in Tantric rituals through the 
medium of sound (Mantra) from [Yantra). psychophysical postures and 
gestures (nyasas and mudras), offerings of flowers, incense of ritual 
ingredients, breath-control (pranayama), sexo-yogic practice {asana), 
concentration {dhyana). 
According to Tantric principles, the individual being and the universal 
being are one; all that exist in the universe must also exist in the individual 
body. The first and most important monosyllabic Mantra is the sound Om, 
generally considered to be the sound - symbol of the supreme one. Even 
the conception of the sound Om, which is the combination of the three 
Mantras a, u, and m, presupposes geometrical patterns corresponding to a 
straight line, a semi-circle and a point. 
Through Tantra there is a possibility of new approaches to give concrete 
meaning to the abstract expression in the contemporary art movements of 
the country. Contemporary Indian artists like G.R. Santosh, Biren De, S.H. 
Raza, K.C.S. Paniker, Prabhakar Barve, have adopted many aspects of 
Tantric Art quite frequently. G.R. Santosh represented the meditative 
poses, creation of life and the union of Shiva - S/io f^/. Undoubtedly, G.R. 
Santosh was the most well known Tantric painter. His vast compositions 
consist of curvilinear forms, which are partly lost in mystery. 
In Biren De's each work a central point is found, the concept of Garbha-
Griha, the union oipurusha and prakriti and approaches with an individual 
abstract language. He is more dynamic and his new imagery transforms of 
colour have a very unique order. 
S.H. Raza found his niche in the concept of a Bindu - the origin of life, the 
central point of the whole world, beginning and a compressed or 
concentrated point of everything. 
In Paniker's work we find what seems to merely script graph appearing 
like a manuscript page enlarged to the size of a canvas. Barve's paintings 
are more symbolic but the effect it produces is in the nature of 'pop' art. 
His colour is more of matter than spirit, but the image he produces is 
something unique in the search. 
Art is not a profession but a path towards truth and self-realization both for 
maker and spectator. Tantra has great message for this awareness. Thus, 
Tantric artist dedicate themselves to the task of integrating their vision. In 
India tasks were regarded as a branch of yoga and involved, like every 
other spiritual activity, a discipline and a ritual by which artist might 
becomes identified with their creative sources. 
CHAPTER-I 
CONCEPT, SIGNIFICANCE, 
MYTHOLOGY IN INDIAN 
TANTRIC CULTURE 
CONCEPT, SIGNIFICANCE AND MYTHOLOGY IN 
INDIAN TANTRIC CULTURE 
The word "Tantra" implies a process of weaving and expansion. The inner 
and outer worlds, microcosm and macrocosm, are like the two sides of a 
fabric, composed of all the elements and energies of the universe, may be 
consciously "woven" by the practice of Tantra yoga. Tantra is continuity, 
yoga means union. The joining is union of inner and outer brought about 
Tantric practice. 
Reality is but a flow of ever changing forces. Elements, energies, 
phenomenon, events and actions interact continually. By means of 
conscious efforts in accordance with the innate principle of universal 
harmony, it is possible to create new conditions on the surface of reality. 
This is the message of Tantra.' 
According to M.M.H.P. S'dstri. "The word Tantra means shortening 
abbreviations, i.e. reducing into something like algebra forms, mantras 
or formulae that would otherwise run to scores of syllables". Tantra 
deals with the problem of tattva i.e. study of the absolute and the first 
principle. Tattva means pertaining to that ness [the cosmic entity]. The 
fundamental creed of the Tantras is worship. Hence, Tantra is that branch 
of esoteric cult, which brings the realization of tattva [absolute] with the 
help of Mantra Sadhana. Tantra Sadhana therefore means a spiritual path. 
I . Rowson, Philip, Tantra Art, Delhi, 1973, p. 110. 
Plate - 4 
Shiva with his consort, Parvati, 
popularly called Uma Maheshwara, 
Indian Museum, Calcutta 
9'^-10""'century, A.D. 
Ref. p. 10 
which deals to the expansion of one's mental objectivity and with the 
expansion of mental objectivity the arena of mental projection is also 
increased. . 
According to Tantra-Vidya the stages of sadhana are three : 
1. The realization ofAtma tattva 
2. Siva tattva 
3. Sakti tattva^ 
The origin of Tantra is rather obscure. It appears that magical practices 
influenced all the earlier civilization. On the Indian sub-continent 
religious-magical practices, rather similar to those throughout the ancient 
world, had developed since the very earliest times. All the earliest 
religious-magical practices are of an animist nature... the "worship" of 
natural energies, the elements, astronomical bodies, ancestors and spirits, 
mountains, rivers, trees, stones, great rocks, animals and birds, 
accompanied by shamanistic-type rituals centered around individuals who 
possessed various '"magical" powers. Tliese individuals later became 
popular as God. Goddesses, magicians or "High Priests" and in time their 
achievements and their practical techniques became a part of mythology."' 
The rather obscure origins of Tantra clear somewhat during the early 
Indus-Valley periods (circa 3500 B.C.]. Where at Harapa and Mohenjadaro 
2 . Pandit, M.P., Studies in the Tantras and the Vedas, Sterling Publishers Pvt. Ltd., India, 1988, pp. 
34-39. 
3 . Ibid., pp. 95-110. 
Plate - 5 
Ekamukha Siva-Linga, Gupta, 
S"' century A.D., Khok, Distt. Satna 
Allahabad Museum, Allahabad 
Ref. p. 11 
the excavations have revealed images seated in traditional Yoga Postures, 
and exhibiting the signs of a well developed Yoga Philosophy. Other finds 
from the same region indicate that the worship of the Male Principle [the 
Linga\ phallus] and the female principle [the Yoni: vulva]. 
The founder of Tantra is Lord Shiva. Shiva, lord of Yogis, lived in the 
Himalayan mountains in ancient times. A master-shaman, and supreme 
ascetic, he impressed his fellow Dravidians with the greatness of his Yogic 
Powers. That Shiva left a great impression on the minds of both his 
disciples and his opponents is evident from the many stories of his 
exploits, and in the later appearance of the Shiva Cults. The worship of the 
Linga was associated with the worship of 5/i/va. Shiva occupies a supreme 
position in Tantrica cosmology. He is the highest and the supreme 
godhead.'^  
When Ar>'ans arrived in India they brought with them their own beliefs and 
practices. Their religious observances were very complex, and magic 
highly developed. As the Aryans mixed and intermarried with the 
Dravidians. so also the beliefs and practices became mixed, and Hinduism 
was the result. The whole continent underwent a great change, both of the 
communities having to compromise in the formation of religious and social 
strictures. The term Tantra implies system. No form of magical practice 
should be termed as Tantric if it is not systematic. The Aryans brought 
4 . Bhattacharya, N.N., History of the Tantric Religion, Manohar Publications, India, 1982, p. 57. 
Plate - 6 
Hastakara Yantra 
Rajasthan, c. 18'*" century 
Gouache on paper 
Ref. p. 12 
many practices of a Tantric nature with them, and these were incorporated 
in their religious practices both before and after their invasions of India. 
The Tantric teachings were always closely guarded secrets given from 
master to disciple only when the time of preparation had been completed. 
The teachings, mostly the oral traditions, consist of yogic instructions for 
the inner purification and transformation of the body and spirit of the 
practices. Taritric instructions generally included the science of Alchemy, 
Medicine, Astronomy, Astrology, Chemistry, Meditation, Visualization, 
Astral Projection and other advanced practices. Tantra owes to Buddhism 
the first recorded outline of the ancient tantric methods. The first written 
Tantras were of Buddhist origin, coming from the Vajrana schools of 
Mahayana [Greater way] doctrine.^ 
These written Tantras described practices which made use of sound 
formulae [Mantra], diagrams [Yantra], magic circles [chackras] and 
[Mandala], visualization of elements and elementals, firms of Gods and 
Goddesses representing the manifestations of energies of natural 
principles, ritual postures [Asanas], gestures [Mudras] used as aids to 
meditative concentrations and many other processes of sadhana [Worship]. 
Hence, the whole of Tantra literature is symbolic. It consists of catch 
phrases, which were quite intelligible to the people when the science was 
in vogue. 
5. Mookticrjee, Ajit, Tantras: [t's Mystic and Scientific Basis, Concept Publishing Co. India, 1976 
p. 140-143. 
The early Tantric writings refer to four "holy places" or "holy centers" as 
being the original "seats" of Tantra. These were referred to as Pitths. The 
later medieval Tantras refer to many more than these four traditional 
homes of Tantra, and associate the eight, eighteen, tbrty two, sixty four, or 
one hundred and eight named placed with the Mahabharata story of the 
dismemberment of the body of shakti, wife of.shiva.... The pieces of her 
body [presently reckoned to be 51 in number according to orthodox Hindu 
tradition] being enshrined where they fell, becoming places of pilgrimage 
and seats of Tantra.^ 
Tantric practices flourished on a grand scale throughout eastern India until 
the beginning of the thirteenth century. From the thirteenth century to the 
present day. Tantrism has maintained a strong influence on religious 
practices throughout the east. Many Hindu temples house images, which 
trace their origin on the tantric visualization. 
Tantra is still practiced in Assam, Orissa. and parts of south India, Nepal, 
Sikkim and Bhutan as well as other parts of Indian Himalayas. Bengal has 
remained a stronghold of the Tantric tradition, strongly influenced by 
Shaivatq, Shakta, Vaishnav and Baul cults. Moreover, it has produced a 
formidable line of Tantric-Gurus. 
Tantra is the oldest and the most scientific religion of the world. The first 
spiritual faith laying down ethical norms to be strictly observed or the 
6. Mookerjee, Ajit, Tantra Magic, Arnold Heinemann, New Delhi, 1977, p. 76. 
spiritual enlightens and integrated development of society, Tantra is the 
religion of householders. It does not encourage external renunciation 
[sanyas] and accepts for initiation into Tantra sadhana only those who 
have inner renunciation and it is the first expression of a healthy social 
order. ^  
7. Bose, D.N.. Haldar, H., Tantras: Their Philosophy and Ocult Secrets, V.K. Publishers New 
Delhi, 1981, p. 74. 
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ABSTRACTION AND TANTRIC ART 
Abstraction is the tiiought process wherein ideas are distanced from 
objects. Abstraction uses a strategy of simplification of detail, wherein 
formally concrete details are left ambiguous, vague, or undefined. Or in 
another words it is a general concept formed by extracting common 
features from specific examples. 
Indian Abstract art emerges in very different conditions from European 
abstraction are the negation of the powerful representational tradition that 
swept Europe from the renaissance to the late nineteenth century. 
In India the abstract was always an element in figurative art, especially as 
part and parcel of symbolic iconography. As such, it forms one of the many 
accepted Indian art traditions. Indian Abstraction is a fine blend of the 
material and spiritual, the neo-representational and the contemplative. As 
such it stands somewhere on the borderline of the abstract proper and the 
symbol. It is perhaps this limitation over the fields of ritual, symbols and 
material organization in space that has made abstract art popular among 
those who find mere visual statements difficult to relate to.' 
Tantric Art and Modern Abstract Painting share remarkable affinities in 
style, even though they are separated from each other by centuries. 
Spiritual beliefs in India, whether through Buddhism, Hinduism, or Jainism 
are manifest through a living language of signs, symbols and practices. In 
1 . Moszynska, Anna, Abstract Art (World of Art) Powell Books, Portland, 1994, p. 70. 
India images and symbols are the tools of spiritual life. Circles, Squares, 
Triangles, Spirals, and Ovals all represent the "Divine" just as effectively 
as more representational figurative icons. 
Abstract art forms from the east and the west also share a spiritual nature 
in the way that the art not only depicts the visible, but also reveals the 
invisible-supernatural world. This is the artist challenge, which is as fold as 
mankind-how to depict the intangeble.^ 
The purely abstract styles of tantric paintings make the diagrams and 
symbols mysterious, yet familiar at the same time. Today's viewers will 
find these images from a distant land and complex spiritual belief system 
less foreign than might be expected due to this familiarity with the visual 
vocabulary of modern abstract art. They were spiritual diagrams created 
out of and for spiritual devotion. Abstraction enables them to communicate 
profound concepts than otherwise cannot be adequately conveyed. 
In the Abstract Tantric Art, shapes and colours became separate and 
independent entities. By no longer depicting the external world, artists 
were enabled to represent an internal, spiritual realm expressed with an 
abstract vocabulary-dots, lines, triangles, squares, circles. The use of these 
shapes frees convey new symbolic interpretations channeled through the 
artists. Different styles in tantric art developed over time."^  
2 . Sivaya, Satguru, Dancing with Shiva, Abhinav Publications, India, 1970, p. 28. 
3 . Mookerjee, Ajit, Tantra Art in Search of Life Divine, L l^it Kala Contemporary, No. 12, 1973. 
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Yantra, Rajasthan, c. 17"' century, 
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Ref. p. 17 
Tantra shows us the way of the process of expansion, of the power of 
senses. One of the meaning of Tantra is expansion. Tantric-techniques are 
designed for this purpose. If suppose the power are aroused by the 
application of tantra-techniques then what is the use of it, if they are not 
channelized uncontrolled power harms the sadhaka himself. Considering 
this, Tantra has devised the unique method of Yantra, the term 'Yantra^ 
comes from root 'Yam' which means to control. Yantra is an aid for 
controlling power. It is also represented of the Higher reality. 
Yantra are designs, which contain energy and power within them. They 
function as aids to meditation, enabling the practitioner to tap into that 
energy and power. The images are primarily abstract using dots, lines, 
triangles, squares, circles and other geometric forms to express complex 
ideas. The harmonious compositions seemingly contradictorily can be both 
static and dynamic, are typically arranged around a center. Compositions 
are ordered and structured, yet retain a feeling of spontaneity. 
Schematic conceptions of the world, illustrating both the visible and 
invisible cosmos are comparable to maps. The viewer uses these diagrams 
as spiritual tools, but the creative process of creating them is also an 
extremely important part of the spiritual discipline.'' 
4 . Sudhi, Padma, Symbols of Art - Religion and Philosophy, Intellectual Publishing House, New 
Delhi, 1988, p. 33. 
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The Bindu, sacred point of origin and return, with concentric 
symboHzing the eternal cycles of cosmic evolution and in\ 
Andhra Pradesh, c. 19''^  century, Wood. 
Ref. p. 18 
ixles 
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DOT : 
It is an image of concentrated energy. It is the point from which everything 
escapes and develops, and to which everything returns. In the 
Brhadaranyaka Upanishad there is the metaphor of a spider sitting at the 
center of its web, issuing and reabsorbing its threads in concentric circles, 
all held at one point. The spider's threads symmetrically expand into a 
visible circumference, but they can all be traced back to the central pint of 
the web. 
Like the spider in its web, the center of the Yantra is the power-point from 
which the entire diagram expands, the radiating source of energy that 
generates all forms. It is the divine essence out of which proceeds the 
polarized world. It is called Bindu, the first drop, which spreads unfolds, 
and expands into the tangible realm of the universe. Indeed the optical 
focus of the Yantra is always its center, from which the force lines radiate 
outwards in concentric circles and dissolve in the outer circumference. 
Dot is represented by Bindu. As the whole of Geometry is an expansion of 
dot, so also the entire Yantra is an expansion of Bindu. The cosmic forces 
are all pervasive, and hence, represented on Yantra are believed to be all 
pervasive e.g. Ether which is all pervasive is represented in the form of 
Bindu. In tantra, this dot or Bindu is considered as Shiva, which 
symbolically represents.^ 
5. Bachmann, Eckenstein, Frontiers of Abstraction: Tantric Art from 19th Century, India, 
Switeriand, June 11-25,2004. 
THE STRAIGHTLINE 
The straight line is composed of an unbroken series of points. These points, 
moving independently, give length (without breadth) to it. The straight line 
thus signifies growth and development, and like time, consist of an infinite 
number of discret points. 
THE TRIANGLE 
The triangle is the archetype symbol of a sacred enclosure, since space 
cannot be bounded by fewer than three lines. The triangle is thus conceived 
as the first closed figure to emerge when creation emerged from chaos. In 
this aspect it is known as the root of all manifested nature. The rhythm of 
creation is crystallized in this primal form. Tantra calls the triangle the 
cone of fire, a reference to its shape. This is the fire of aspiration which is 
ever burning in the heart of the spiritual seeker. The threefold structure of 
the triangle is interpreted over multiple levels. Some of these visualizations 
are: 
1. Creation, Preservation and Destruction, i.e. Brahma, Vishnu and 
Shiva. 
2. The three tendencies: the neutral, the positive and the negative -
Saltva, Rajas and Tamas. 
3. The three Vedas: Rig, Yaju, and Sam. 
4. The three seasons: Spring, Summer and Winter. 
5. Past, Present and Future 
6. The three main pilgrimages: Prayag, Gaya, and Kashi 
When used in a Yantra, the downwards triangle is a symbol of femine 
power, the creative essence of the universe, also known as Shakti. The 
triangle pointing upwards is symbolic of the male principle (Purusha). 
When the two triangles penetrate each other forming a hexagon, it 
symbolizes the fusion of polarities, the union of Shiva and Shakti. 
When the triangles - male and female part at the apex, time and space cease 
to exist, and all creative activity comes to a standstill. 
THE CIRCLE 
The circle occurs very frequently as it is derived principally from the 
motion of the revolution of planets. It symbolizes wholeness or totality and 
represents the principle which has no beginning, and no end, for e.g. time, 
perfectly symmetrical entity, equidistant from the center at the points; it 
indicates the realm of radiation that proceeds from the one center. In other 
words, a circumscribed field of action. When used in a Yantra, a circle is 
normally placed within a square pattern. 
THE SQUARE 
The square is the fundamental format of most Yantras. There is a 
significant well thought out logic behind it. The phenomenal world extends 
into four direction. These four directions represent the totality of space, 
and they bind the earth in order. The square too is the simplest and perfect 
manifestation of the number four, by virtue of the four perfect, equal lines 
bounding its form. The square pattern has four gates, one in each of the 
cordinal directions. They are known as cosmic door because it is through 
them that the aspirant symbolically enters the Yantra. These gales are an 
initiatory threshold which simultaneously opposes the phenomenal and 
entrances the monumental. 
SOUND 
Some of the images in abstract tantric art include written elements. These 
writings are chants, with the syllables conveying energy and strength into 
those who are inaugurated into tantra's secrets. While meditating, 
practitioners may chant the syllables silently or audibly, absorbing its 
potency and allowing it to blossom inside them. In tantric thought, sound 
without vibration does exist. It exists both as "struck [sound is said to give 
pleasure] and "unstuck" [sound leads to liberation]. The universe is 
conceived in sound. It is born in sound. It grows and lines in sound. It is 
dissolved in sound. The universe is the result of an idea. Every idea is the 
result of a sound. As no creation of any kind is possible without an idea 
behind it, every creation is the result of a non-vibratory sound. Sound 
creates air. atmosphere and climate, and then only it reaches the stage of 
vibration, sound creates light. Light is nothing but sound of a particular 
frequency. In act ever,' vibratory sound has coloured, it is colour, which 
6 . Kumar, Nitin, Tantra- The Art of Philosophy, Exotic India, Sept. 15th, 2001. 
Plate - 9 
The ceiling of Adi Nath Temple, 
Ranalcpur, is decorated with crystalline patterns symbolizing the 
unfolding of sabda, the sound element, in a mandala field. 
assumes the quality of light. Sound create shapes and sizes, every vibratory 
sound has a shape and a size.^ 
COSMIC EGG 
It represents the golden egg trom which the universe is bom. The cosmic 
egg is also known as the "Golden Womb" and lies at the beginning of the 
sea of creation, made form the ever-present wind and water. The cosmic 
egg is the origin of all creation of the visible and invisible world. 
The earliest ideas of "Egg shaped cosmos" comes from some of the 
Sanskrit scriptures. The Sanskrit term for it is Brahmanda {Brahm mean's 
"cosmos' or 'expanding'), ananda means ('Egg' or "Egg of God"). The 
cosmic egg of the Tantric tradition is the symbol of raw matter floating in 
chaos prior to be giver) form. The fertilized World Egg divided into regions 
and currents of energy. The cosmos is represented here as potential in 
microcosm.^ 
Long ago. when all things and inanimate were lost in one dreadful ocean 
there appeared a large egg, source of the seed of all creatures. Lying in this 
egg Brahma went to sleep. At the end of thousand Ages 'he awoke' Awake 
and knowing creation to be lost in this flood, the lord broke open the egg. 
From it Om was born; then arose, Bhuh. From this arose Tejas. Tejas 
escaping from the egg, evaporated the water. When the residue had been 
7 . Mookerjee, Ajit, Tantra Art - Its Philosophy and Physics, Kumar Gallery, New Delhi, 1966, 
p.51. 
b : Scoth, Jason, Cosmic Egg, Wikepedia: The Free Encyclopedia, Wikepedia Foundation Inc., 
US, Feb. 2nd, 2007. 
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Brahmanda, stone, contemporary expression of ageless tradition form. 
The first cause formed the "Golden Womb" or Golden Cosmic Egg 
dried up by tejas it became an embryo. The embryo, called a bubble, 
became solid. Brahma, Grandfather of the world, arose in the middle of the 
egg. The placenta is known as Mt. Meru, the afterbirth is the mountains, 
and the waters of the womb are the oceans and the thousand rivers. The 
water which surrounds the navel of Brahma is mahat, and by this choice 
pure water is the great take filled. In the middle of it, O great-minded, a 
banyan tree stood like a pillar. 
Cosrriic egg or Brahmanda includes within itself the totality of manifested 
being. All later developments are contained within it in a germinal form. It 
contains the past, the present, the future. Arjuna sees the whole world 
from, Visvarupa, in one vast shape. He sees the form of the divine bursting 
the very bounds of existence, filling the whole sky and the universe. 
In Hindu Tantra, based on the Hindu philosophy of Kashmir Shaivism, the 
Shri Yantra represents the expansion of the universe from the cosmic egg 
after its creation by Shiva through the power of Shakti. The cosmic egg is 
represented by a dot in the center of the Sri Yantra, mandala called the 
bindu. 
PETALS OF LOTUS 
Energy is represented in the form of Lotus petals. The petals symbolize the 
elements, senses, and other parts of the body, all inherent in the cosmic 
forces. The energy centers or chakras, which are located throughout the 
9 . Whitebread, D.A., In the Womb of the Rose - Cosmic Egg, University of Sunderland, U.K., 
June 1st, 2006. 
v^ 
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Lotuses as symbols of unfolding energies 
human body, both absorb and radiate cosmic energies or vibrations. The 
lotus is called Padma in Sanskrit. The representation of lotus as a central 
portion of the wheel or chakra reveals three distinct divisions i.e., the 
pericarps known as the Karnika, the second is filament i.e. Kesar, and the 
third is its petals.'° 
Lotus is a symbol of expanding consciousness. The lotus is much more 
than a flower for Hindus. It is symbolic of all that is good and beautiful. 
Scriptures tells us that it first bloomed with the creation of the universe. 
Over the centuries it has lost none of its allure. Fertility is the most 
important symbol that has been associated to the flower. Other associates 
like rebirth, purity, beauty and sensuality flows from this aspect. 
A legend states that ''Brahma emerged from a lotus that grew out of Vishnu 
the Preserver's Navel".'^ 
10. Khanna, Madhu, Yantra - The Tantric Symbol of Cosmic Unity, Thames and Hudson Ltd., 
London, 1979, pp. 32-33. * 
11. Karma, Raja, The Lotus Much More than a Flower, India Profile, Religion-culture in India. 
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ILLUSION IN TANTRIC ART 
From the days of Veda its very difficult to describe the reality and illusion 
as both are two side of the same coin. Yet for the sake of convenience lets 
see the etymological beginning of the two. If Veda is an idea than Tantra is 
an ideology, the Veda is a religion Tantra is a cult if Veda is a philosophy 
Tantra is a science. 
Here an attempt has been made to explain illusion. It can not give any 
logical explanation of the existence and nature of maya and the world of 
appearance it declares the world to be illusion. But question arises if the 
whole world is reduced to illusion who is the perceiver of this illusion 
whose projection is this illusion ? Certainly it is neither the projection of 
Brahma ovjiva} 
This illusion had been defined by different people and thinker's since 
ancient times e.g. 
"Wherefrom do all these worlds come? They come from space. All beings 
arise form space and into space they return: space is indeed their 
beginning, and space is their final end" 
- Chandogya Upanishad 
"When This is, That is, 
This arising. That arises; 
When This is not, That is not. 
This ceasing. That ceases'" 
- Gautama Buddha 
I . Geden, A.S., Encyclopedia of Religion and Ethics, Edited by Hastings, Vol. 8, pp. 193-94. 
"... there is no difference between samsara and nirvana, either as to dignity 
or as to substance. Tathata, the sheer 'suchness' is made manifest both 
ways, and for true enlightenment the apparent difference is non-existent". 
- Heinrich Zimmer 
"Human unhappiness results from mankind's acceptance to the lowest 
conditions of our own minds. By the practice of Yoga, this condition can 
be overcome" 
- Patanjali 
"... He is without change, self-existent, and ever the same, serene, above 
all attributes. He beholds and is the Witness of all that is. Omnipresent, the 
Self of everything that is. He, the Eternal and Omnipresent, is hidden and 
pervades all things. Though himself devoid of senses, he is the illuminator 
of all the senses and their powers. The Cause of all the three worlds. He is 
yet beyond them and the mind of men. Ineffable and Omniscient, He 
knows the Universe, yet none know Him. He sways this incomprehensible 
universe, and all that has movement and is motionless in the three worlds 
depends on Him; and depending on His reality, the world of forms appears 
as true. We too have come form Him as our Cause. He, the One Supreme 
Lord, is the Cause of all beings the Manifestation of Whose creative energy 
in the three worlds is called Brahma". 
- Mahanirvana Tantra 
According to the Tibetan "Book of the Dead" {Bardo Thodol), the 
Consciousness-principle takes up to four days to separate from the physical 
body, once the "death-process" has started. Then, for a period of up to 
forty-nine days and nights, the spirit will experience the Bardos 
(Intermediate states) until the Transference of Consciousness is completed: 
"... there are seven degrees of Maya (Illusions) within the Samsara 
(Phenomenal), constituted as seven globes of a planetary chain. On each 
globe there are seven rounds of evolution, making the forty-nine (seven 
times seven) stations of active existence. As in the embryonic state in the 
human species the foetus passes through every form of organic structure 
from the amoeba to man, the highest mammal, so in the after-death state, 
the embr>onic state of the psychic world, the Knower or principle of 
consciousness, anterior to its re-emergence in gross matter, analogously 
experiences purely psychic conditions" 
- Evans-Wenlz 
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Surasundari. Stone. Khajuraho 
Madhya Pradesh, 950-1050 A.D. 
She is the primordial spirit of manifestation, symbol of illusion 
Maya 
Ref. p. 27- 2?> 
The phenomenal world Maya is a Sanskrit word, derived from the root 
MA. meaning "to shape, produce or create". Maya is the illusion of the 
phenomenal world, brought about through the Shakti-Shiva "play" (Lila) 
manifesting from the Primal Formless Substance into the Tattvas." 
It was with a clitus the Greek philosopher who long back said "you can not 
step into the same river twice", it means to say that world is transitory or 
changing what we called illusion is also relative word. For e.g. a truth can 
only be expressed and enveloped in words if it is one side or illusory. It all 
lacks totality, completeness unity when the illusions Buddha taught about 
the world he had to decide it into Sansura and Nirvana i.e. into illusion and 
truth into suffering and salvation. Time is not real and so do the world 
what seems to nothing to us earlier come full of every thing little bit later. 
Its due to the illusion which is well depicted in the tantric act. Perhaps they 
wanted to convey the message that "if time is not real than the dividing line 
that seems to lie between this world and eternity, between good and evil is 
also an illusion. The concept of illusion in tantric art is a vague term as 
interpretation of this nothingness on illusion can be many words do not 
express thoughts very well. They always become little different 
immediately they are expressed a little distorted and the meaning can be 
for one person and full of value or wisdom but for another a non-sense. 
The illusion in the art of Tantra painting too deals with the theme, 
2 . Das, H.C., Tantrism - A Study of the Yogini Cult, Sterling Publications Pvt. Ltd., 1981, India 
pp. 110-12. 
meaning, and interpretations of that illusions. Perhaps we had to agree with 
Stephen Hawking that "the hidden orders or mind of the painter had to 
be deconstructed to reach the full meaning of inner symbols of Tantra 
illusions". 
The solidity of edifice depends upon the firmness of foundation and quality 
of bricks. Tantra principles are very sound on which Tantric system is still 
sustained since five thousand years."' 
The principle of polarity is the foundation stone of Tantra system. The 
term 'polarity' is related to the word 'pole'. The lexical meaning of the 
word 'pole' is either of the two points of a body in which the attractive or 
repulsive energy is concentrated, as e.g. in a magnet. Tantra has very 
uniquely worked out these two poles in the human body which is 
symbolically represented in Tantric treatise as Shiva-Shakti. Biologically it 
represents the male female poles which is pre-requisite for any creation. 
Tantric principles of polarity works not only at physical level but it also 
applies at universal level. For Tantra, like human, universe is also an 
offspring of the Highest Reality.'' 
How this polarity resides in the human body. Every human being contains 
these two poles within. One is expressed while the other is latent. The 
externally himself expressed pole indicates either male or female character. 
3 . Avalon, Arthur, Principles of Tantra, Ganesh and Company, Madras, 1969, Fourth Edition, 
p. 110. 
4 . Mookerji, Ajit, Tantra Asana - A Way of Self-Realization, published by Ravi Kumar, 1965, 
p. 62. 
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If a person is male, female is already there but in a latent form. Same is the 
case of female. This new concept in biology is known as b-sexuality. But is 
not a new notion for a Tantric seer. Ajit Mookerji throws light on this 
point. ''The b-sexuai potential exist in equal male-female (M/F) ratio in 
the reproduction of proory plasm. Visually it has been depicted as the 
form of Ardhanarisvara {Shiva-Parvati), male and female attributes 
shown as part of the same body, hermophroditically joined. The idea 
that muscularity and feminity are two factors is as illusory as that of 
the duality of body and soul". 
Shiva and Shakti are the two poles of one thing. Tantra represents polarity 
but not duality. Shiva and Shakti are not two ultimate Realities but they are 
identical. This identity has been profusely described in many Tantras. In 
the Mahanirvana Tantra Lord Shiva emphatically tells Parvati that there is 
no difference between them. The Suddha Siddhanta Paddhati of 
Goraksanatha depicts the same-truth by giving the illusions of moon and 
moon light. As moon light is not different from moon and moon can not 
exist without moonlight in the same way Shiva and Shakti are identical.^ 
This identity is also explained with the help of the illustration of creation. 
In the process of creation Siva is not able to do anything without Shakti. 
Shiva is considered as corpse (Sava) devoid ofsakti. The very first verse of 
the Saundraya Lahari purports the same view. In which it is declared that 
5 . Prabavananda, Swami, The Spiritual Heritage of India, George Alien & Unwin Ltd., London, 
1962, pp. 14-45. 
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The fully created cosmos (Sristi) arising from the union of male 
and female principles. 
Ref. p. 30 
without the union of Shiva-Shakti no creation is possible. Not only that but 
when Siva unites with Shakti only then he usable to do anything. Tantra 
also reflect the same view. We cannot go ahead without quoting the words 
of Shri Ramakrishna which are cited by Swami Prabhavananda "Shri 
Ramkrishna was won't to say that just as fire and its burning power 
are inseparable, so inseparable are Brahma and ShaktP\ When I 
meditate upon Reality as at rest, he once remarked, "that is without the 
activities of creation, preservation and dissolution. I call it Brahman. 
When I meditate upon Reality as creative I call it Sakti. In either case I 
am concerned with one and the same truth the difference being only in 
the name and aspect''. 
The Tantric philosophy is based upon monism of Shiva-shakti, the duality 
involved in the admission of Shiva-Shakti is due to the analytical approach 
of the mind. They are dualistic in theory but monistic in spirit, and they 
cannot be separated. This Tantric concept of the Absolute resolves the 
philosophical dilemma of monism and dualism, of the enigma of mind and 
matter as well as the problem of Brahman and Maya of the Vedanla. 
From these propositions Tantrism then move to its central point i.e., the 
theory of creation, to explain how from this absolute and undifferentiated 
cosmic consciousness - Shiva being static principle and shakti the dynamic 
principle - emerges a material world in which we live and which displays 
so many diverse forms,^ 
6. Woodroffe, John, "Creation as Explained in Non-Dualistic Tantras, Sakti Sakta Publications, 
India, 1999, p. 385. 
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Pure Consciousness 
From an illuminated. Gujarat. 
c. 1700A.D. 
Museum and Picture Gallery, Baroda 
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The universe is created when Shiva awakes his Shakti to transform himself 
through her, from his undifferentiated and unmanifested state of cosmic 
consciousness, into differentiated and manifest consciousness in the form 
of Shakti tattva created beings, Shiva is thus, the efficient cause and 
primary principle of creation, while Shakti is the operative principle which 
activates her causal metrix only when "Siva offers an opportunity and 
grants his divine permission" for her to do so. When shakti does not 
express her potentiality due to the density of Param Shiva consciousness, 
every being in the manifest world created by Shakti is endowed with both 
aspects of Shiva-Shakti, which replicate themselves in oils of further 
creations. 
The Shiva-Shakti can not be known through reasoning but only through 
intuition, upon which the Tan trie practices are based. ^  
Shakti, the female principle, plays an important role in Tantric theory of 
creation perceived as a primordial force, a womb iyoni), a casual matrix 
which skews all matter and endows it with form, colours and other 
attributes, called Prakriti. 
The Tantrik theory believes that when the Shiva shakti is in an extremely 
dense and deep state of consciousness and before he wills her to manifest 
him, the shakti is called Mida-prakrti. The theory further holds that Shakti 
in the state ofprakrti is endowed with three potencies, called gunas : 
7 . Victor, M. Fie, The Tantra, Abhinav Publications, India, 2003, pp. 28-31. 
1. Sattva (sQntienty, 
2. Rajah (mutative) 
3. . Tamah (static) 
Moreover, where Shakti is in state of prakrti all three gunas are reposed in 
an equilibrium and therefore, the shakti is inactive, remains unmanifested, 
represent merely a potency as an operative principles of gunas, the Shakti 
transform a herself into Maya, the creative principle, heralding thus the 
next stage in the process of creation. 
Shakti is thus polymorphic, being an operative principle as prakrti, as well 
as creative principle as Maya. If Shiva had not transformed his Shakti from 
the operative to creative prevent as Maya, the universe would have 
remained locked in the cosmic consciousness of Shiva-Shakti as a mere 
potentiality.^ 
We have already seen that shakti which is the operative principle of shiva, 
is polymorphic with many potencies, and that when Shiva transforms her 
into a creative principle she becomes known as Maya, and functions as 
Shakti causal matrix creating material universe and obscuring its true 
nature at the same time. 
Thus it is maya, because she is the creative principle of Shakti who brings 
about the transformation of the eternal consciousness of Shiva into 
8 . Silbum, Lilian, Kundalini: The Energy of the Depth, New York Press, 1988, p. 125. 
individualized and finite consciousness of all beings created by her. Siva is 
individualized in ail.finite and temporal beings. 
Moreover L.P. Singh states that Param Shiva according to Kashmiri 
Siwaism, had not one but two forms of Shakti, one called Vidya Maya and 
the other Avidya-Maya. 
The Vidya Maya helps the devotees of Tantrism to evolve from his/her 
crude and limited consciousness and merge into the cosmic consciousness 
of Shiva. 
The Avidya Maya performs the opposite function, i.e., it transforms the 
cosmic consciousness into fenite and temporal subjects and objects of this 
universe. In addition, it veils the true nature of this process by giving them 
an illusion, a 'false consciousness", that they are independent and have 
nothing to do with the eternal Shiva, obscuring as well as the true nature of 
the universe and crudifying Shiva in his manifest from of material world. 
Maya is thus the source of man's ignorance of the divinity residing in him 
and the world he lives in, of his ego, selfishness, arrogance and aggression. 
In order to obscure the true nature of the universe as a manifested Shiva 
created by her, and imbue all created beings with "false" consciousness of 
self, as subject and object and with ignorance, Maya employs five of her 
powers (Kuncukas), or sheets of illusion. 
1) Kallaa limits the omnipotent powers of Shiva in their manifest form. 
2) Vidya limits the scope of knowledge 
3) Raja causes attachment to material objects 
4) Niyali limits the freedom and will to act and limits movement and 
action. 
5) Kaala limits time and makes all living creatures mortal. 
The Tantra theory of Evolution believes that the evolutionary process is 
Shrouded by the Cosmic Maya, i.e., ignorance, to be properly understood 
at the present state of evolution of humanity which is in its very early 
stage. The expanding knowledge, the ynana, of the empirical sciences and 
the development of a higher state of consciousness will dispel this cosmic 
Maya. In a series of Seven lectures Stephen Hawking explores the question 
of the possibility of the universe being created by an act of God. In his 
work Hawking says that *^one possible answer is that God simply chose 
that the universe should be in a smooth and ordered state at the 
beginning of the expansion phase. It appears that the universe evolved 
according to. well-defined laws. These laws may or may not be 
ordained by God, but it seems that we can discover and understand 
then." 
The Tantrik theory holds that it will be the science, the knowledge {Jnana), 
which Hawking and other scientists are applying in their work, which 
ultimately will dispel the Cosmic Illusion (Maya), enabling thus the 
humans to discover these. God's laws, know Him directly and realize that 
they are an internal part of this being.^ 
9 . Hawking, Stephen, A Brief History of Time : From the Big Bang to Black Holes, Bantam Books, 
New York, 1990, pp. 174-175. 
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For a large number of Modem Indian Artists the quest of spirituality is not an 
unusual pursuit. There has been an ongoing strand of spiritualism in Indian 
art. The Indian artists are also concerned with faithful representations of 
icons, rituals and religious practices. But for the most part, one notices a 
serious dialogue between the manifest and the symbolic means of mysticism. 
The artist' search for image and expression transforms itself into a sublime 
level of consciousness. We can see a range of abstract image. The pictorial 
expression of the innate harmony to be discovered in the cosmic order. The 
spiritual experience has thus been a driving force in Indian creativity in its 
myriad representations. 
When we shatter all forms and get behind veil, Maya as the Tantra says, that 
we find reality and become free. When we close our eyes we can really look 
at things, we see without seeing, to be exact. In the ultimate act of vision the 
body meditates as well as the mind. The unknown is within, in ever>' atom our 
being. The Tantric artist works in this spirit. One of the paths opened up by 
cubism led to a realm of pure geometry. Straight lines; right angles; triangles; 
circles; smooth, impersonal surfaces; exquisitely platted dispositions of 
shapes and spaces between them, such are some of the characteristics of the 
shining and spiritual territory of the Tantric Artists.' 
1 The Soul Speaks, Pictorial Representation of Spirituality. S. Narayan & Sons, NOMA New 
Delhi, 2004. 
The present interest among contemporary Indian Painters in Tantric, 
symbolical and similar metaphysical elements in the art of the past is 
therefore essentially or even wholly inspired by the visual and pictorial 
qualities of these old forms of art as well as their 'novelty' in the present 
situation where the world of modem art of the west is fast loosing its hold on 
the imagination of the advent - graded spirits of India. Tantric symbols and 
diagrams as well as the yantras with their great geometric stability of 
suggestions of dynamic movement, strange and meaningful colours have fired 
the imagination of quite a few Indian painters of today with their potentialities 
for the creation of a new world of art which can be different from that of the 
west? 
Some of the eminent Tantric painters of India are : G.R. Santosh, Biren De, 
K.C.S. Paniker, Prabhakar Barve, Om Prakash, J. Swaminathan. PrafijUa 
Mohanti, P.T. Reddy. 
Neo-Tantra, a form "aesthetic and visual exercise" or "non-figurative 
abstract" but not based on scriptures. The Neo-Tantric Art Movement got its 
inifial impetus in 1965 with an exhibition of paintings by Biren De which 
appeared to take off on Tantra Art, otiier artist soon followed, including G.R. 
Santosh, K.C.S. Paniker, J. Swaminathan, Om Prakash. For these artists, the 
religious art form seemed likely to develop their form of abstract painting 
with a genuinely Indian art ideom.' 
2 The Significance of Tantric Imagery Today: Narayan, Badri, Lalit Kala Contemporary, No. 
12, Sept. 1986. 
3 . Indian Contemporary Art, legacy Art Gallery, 2004. 
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SANTOSH, G.R. 
Untitled Acrylic 
130 X 151 Oil, 1972 
Private, New Delhi 
"My concept is broadly thus : 
Sex is elevated to the level of Trans-
cendental experience. 
I take the human form in its dual male 
female aspects, in sexual union, in a state of 
unalloyed fulfillment, caught in a trance, I 
try to capture this intensity, order and what 
is regarded as a Yogic discipline" 
S.R. Santosh 
'Image and Inspiration' 
Studio interview with 
S.A.Krishnan,LKC-12-13, 
(Apr-Sept., 1971) 
GULAM RASOOL SANTOSH: 
G.R. Santosh - bom in 1929 in Srinagar, city of Kashmir in a lower middle 
class Shia Muslim family. His early years were full of struggle. Being the 
eldest son, he had to work variously as a signboard painter, a papier-mache 
worker and a weaver to make a living and support his family. Early on, he 
learnt to paint landscape. In 1952, he became a member of the Progressive 
Artists Association. Santosh built his personal world as well as his world of 
art around Kashmir Shaivate philosophy, commonly referred to as Tantra 
philosophy. Indian tradition is based on the universal concept of the ultimate 
reality manifesting itself in a myriad shapes and forms in time and space. His 
own self is preoccupied with the same universal concept. 
Almost every year, beginning from 1953, Santosh has been holding sole 
exhibitions of his paintings. Not only in Srinagar, Bombay and Delhi, but in 
New York, Kabul, Chicago. Los Angeles. He is a must of course, at 
exhibitions of Tantra Art, like the one at Montreal in 1971 or of Neo-Tantra in 
1984. 
Santosh would often recall that in the year 1964, during a visit to the holy 
Amamath Cave in South Kashmir, he was deeply touched by something. This 
was perhaps a touch of divine grace. After an 'artistic silence' for a time, he 
started painting in what came to be later known as the Neo-Tantric forni or 
school. He can, infact, be considered to be among the founders of this school. 
•JSSJ5?=5-
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SANTOSH, G.R. 
Untitled 
35.5 X 27.5, Water Colour, 1971 
Private, New Delhi 
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He continued to paint in this style till his death on March 10, 1997. This style 
of painting at once defines and describes this artistic person, 
His paintings are based on the male and female concept of Shiva and Shakti 
and therefore, construed as Tantra. According to him sex is elevated, to the 
level of transcendental experience. He took the human form in its dual male 
and female aspects, in sexual union, in a state of unalloyed fulfillment, caught 
in a trance. He tried to capture this intensity, order or what is regarded as a 
yogic - discipline. The work of Santosh where neither totally abstract nor 
representational. They were imbued with specific symbolic connotations and 
fijsed with the mysterious juxtaposition of celestial geometric forms and 
complex mystical colours inspired by a personal symbolic vision. The artist's 
conception of the merging of opposites, which has roots in conscious or 
unconscious sexual desires and experiences, emphasizes that the male and 
female pair, Shiva and Shakti, act as complements rather than contradictions. 
These eventually lead to the eternal concept of cosmic merging and 
transcendence.^  
Santosh has also been closely link with Tantric traditions, but the geometrical 
configurations in his paintings do not serve any special magical functions that 
were normally assigned to yantras in the Tantric system. According to Prof. 
P.N. Mago, "Santosh present a coherent world in vital images of his 
4 Santosh. G.R., Sublimation of Desire, Lalit Kala Contemporary, No. 12, 1973. 
5 Santosh - a Painter of Kashmir, Krishnan, S.A., Lalit Kala Contemporary, No.4, April, 1966. 
Plate-17 
SANTOSH, G.R. 
Untitled 
37 X 27, Water Colour, 1971 
Private, New Delhi 
''The mind, of an artist is conditioned and 
activated by continuity of thought, thereby 
rendering the creative expression self 
consistent.... Indian tradition is based on the 
universal concept of ultimate reality 
manifesting itself in a myriad shapes and 
forms in time and space. My own self is 
preoccupied with the same universal 
concept.... My paintings are based on male-
female concept of Shiva-Shakti and, 
therefore, construed as Tantra .... To me 
painting is a necessary, normal activity, no 
more special than any of my other activities". 
G.R. Santosh, 1978 
Tanmum Tray'eteiti Tantrah 
Rpt in Booklet, 
New Delhi, 1989 
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heightened awareness. The geometrical forms are like graphs of laws and 
energies that act equally on the sensible and on super sensible levels." 
There is a link of mathematics and geometry for transcending his concept of 
metaphysical reality. He interweaves triangles and develops schemes by 
means of symmetry and balance in a highly imaginative manner. There are 
vertical, horizontal, oblique and circular movements creating a network of 
lines and forms that detennine all static and kinetic sequence. According to 
Gulan Rasool Santosh, "Tantric philosophy is a very old concept 
Geometry was about space beyond. The relationship between sound and 
image mantra and Tantra, pure sound and pure geometry. This is 
Tantra". 
To me a painting is a necessary, normal activity no more special than any 
of my activities. It is an integral part of my "being", my Svabhava, my 
Karma, each painting is a vibration and connected with experiences 
which are of a personal and intimate nature. 
In his most recent works, however, unlike his earlier paintings which 
represented the undifferentiated 'divine' in a juxtaposition of symbolic 
geometric configurations, is an aesthetic tribute to the manifest fornis of the 
elements (earth, water, fire, air and the self) in highly decorative idiom. The 
paintings are conceived as a symmetrical image wherein he portrays his own 
self as a central notif The later paintings, though more fluid than his earlier 
works are meticulously executed in the manner which has been the hallmark 
of Santosh's so called 'Tantric' themes. 
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SANTOSH, G.R. 
Untitled 
178x127 Oil, 1985 
NGMA, New Delhi 
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Santosh's.Neo Tantric Paintings look like stylized portraits of the female form 
seated in Padmadasana (the lotus position). This is no mere coincidence. 
There is a definite suggestion of the female torsion the placement of 
geometric elements within the composition. This stylization is symptomatic of 
the devotion of Santosh for Shakti, the 'Devine Mother'. 
Santosh was a superb colourist. His competence in handling colour with 
varying degrees of delicacy or vigour was evident right from his earliest 
work, regardless of the medium. His attempt at creating the feeling of light 
was quite visible even in early works. He used the basic colours of Tantra 
Vidya in his paintings i.e. black, red, white and blue !' 
He received the National Award for painting in 1958, and Sahitya Kala 
Parishad Artist of the year Award in 1984 and the next year the Kalhana 
Award given by the Kashmir Education and Science Society. Besides this he 
received the Padma Shri in 1977. His art has been on view at major 
expositions. His paintings are in many prestigious collections worldwide. 
BIRENDE 
Biren DE has always known his vocation as an artist. As an adolescent he left 
the medical college and joined the Art School. He learned the technique of art 
very rapidly, and becoming a first-rate portrait painter and draught man. As a 
student of a third year he had already started an independent kind of 
composition which was in fact the prologue of his later development. He 
6. Neville, Tuli, The Flamed Mosaic, Map in Publishing Pvt. Ltd., India, 1997, p. 26. 
7. Lai, Manjula, National Herald, Santosh's Search, New Delhi, Monday, May 21,1980. 
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DE, BIREN 
Untitled 
122 X 76.5, Oil, 1990 
Collection: The Artist Photo courtesy 
New Delhi 
"To fully appreciate his work, one will 
have to know the leading thread of the 
whole and penetrate into the philosophy on 
which it is based and grows with the line of 
Indian tradition. A central point which is to 
be found in each of Biren De's canvases 
and which constitutes its pivot in the 
invariable centre immovably fixed and 
serenely poised of the unmanifested around 
which other forms of the manifested fold 
and unfold". 
Ajit Mookherji, LKC-32 
(April, 1985) 
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plugged into life in Delhi first as a portrait painter. As a young artist aged 29, 
his first big commission was to paint a mural at the convocation Hall, Delhi 
university.^ 
His compositions fi-om 1950 onwards were mainly figurative, human figures 
in nature, painted not three dimensionally, but suggesting plasticity with 
flexed lines and strong colours. He drew heavily from his experiences of the 
life style of the tribal people. At the same time he was irresistibly drawn to 
people who were walking the path of renunciation and non-attachment, the 
path of spiritualism. His work at this time recorded assimilation of synthesis 
of these two desperate experiences, one with the tribal folks and the other 
with the seekers of truth. From around the end of 1956, the human figures in 
his compositions started getting disembodied and turning into fi-ee shapes and 
units. In keeping with the maturing of his consciousness, the forms in his 
paintings were released from their binding lines and they began to float in 
space vertically horizontally, elliptically. But the most import and 
development in his paintings at this period was the appearance of streak of 
light in the distant horizon, symbolizing a journey towards enlightment. So 
the original characters the men and the women - became heavy black, 
brooding shapes. 
At the end of 1959, emerged two major signs one curved U like, representing 
the female principle [prakriti] and the other straight wedge like representing 
the male principle [purusha]. In short, these were his graphic symbols of yoni 
8 Appasamy, Jaya, Biren De - a profile, Lalit Kala Contemporary, No. 6, June, 1970. 
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DE, BIREN 
Genesis, 1978 
Olauf Leinwand 
121-5x182.5 cm 
NGMA, New Delhi 
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and linga. Subsequently, these two lost their 'separateness' to form the 
matrix, the garbha-greha within his psyche, opening up to the light yonder 
which he had been intuiting and at times perceiving in his trance, like states. 
This concept of garbha-greha is of great importance to Biren, for he wishes to 
suggest that there is a definite line of contact between these two 'lights'. The 
central point immovably fixed within our being is only a microcosmic 
manifestation of the universal soul, the supreme principle that governs the 
cosmos.^ 
From 1960, onwards his work has sought the unity of these two basic signs by 
arranging and rearranging them over and over again, and placing them 
alongside other fundamental shapes like circle, square, cylinder and parabola. 
According to Biren De, "my worli has been described as Tantric, or Neo-
Tantric since 1965. The rituals of Tantric when it is practiced as a "cult", 
have no interest for me. What appeals to me is its overall message which 
is: Studying the true nature of things, and gaining awareness of an 
individuals place in and relationship with the universe - through self. 
Knowledge and self - descriptive living as we do in this age of space 
exploration, the message may have great significance". 
The direction towards his work was moving becomes clearer through a 
collection of paintings he executed between late 62 early 65. The underlying 
theme constituted by this group of paintings being the coming together of man 
9 Mookherjee, Ajit, Contemporary Art Series - Biren De, Lalit Kala Academy, 1985, New 
Delhi, p. 16. 
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DE, BIREN 
October, 1991 
96.5 X 96.5, Oil, 1991 
Private, New Delhi 
'^Between blue and red Red is outside; it 
is raw, it is everything, basically due to my 
contradictory experiences with the tribals, 
the adivasis, and the Sadhus, the ones that 
have left everything. There is something 
which is beyond one, beyond all of us, a kind 
of surrender. Surrender is very important. 
This does not mean that you became n 
fatalist. I have been trying to push out, to 
counteract the rest with the passion, and so 
red is easy, red vibrates like this, brings you 
in; I am oscillating between the two. Thus my 
paintings are for self integration. 
Biren De, 
Conversation with 
Nevilli Tuli, Delhi 
Sep. 9, 1993. 
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and women the two principles, two energies, that is - consummation of their 
union resulting in conception and birth of a new life, and their transcendent 
journey together. 
Biren's recent work seeks the unity of the fundamental shapes. They are not 
new, for it is the ancient circle, and square, the U and the cylinder that are 
here. But the forms are confronted or fitted art involved in a unique way.'The 
shapes inspite of their essential geometry are somehow human and more 
satisfying than the 'hard edge' impersonal statements of contemporary 
western art. The colours continue to shift between raw, luminous and Sombre, 
they appear beside, around and through each other. The composition of these 
pictures seems consolidated formulated and presented in a light crystal. No 
shift in any relationship can be affected without disturbing the whole 
equilibrium which is precise and pemianent on the other hand inspite of the 
element of finality there is also a qualit>' of imminence. A luminous light 
seems contained within and is revealed, a strange fascination holds the viewer 
as if he were in the presence of an icon.'*^  
Biren's essential objective was to discover the true nature of things, of self-
realization and identification with nature. Biren's paintings are images of 
metaphysical introspection, the experience that he endeavored to share with 
others. He did not use any symbol except, perhaps, the lotus or the bursting 
seed. He eschewed both documentation and fantasy and tried to give a 
10 Keshav, Malik, Biren De, A Flash of Comprehension, Kala Darshan, Vol. 2, No.3, July-Sept 
1989. 
Plate- 23 
DE, BIREN 
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Henvitz, U.S.A. 
pointer, towards a more co-coordinated iiuman existence in his efforts to 
discover." 
SYED HAIDER RAZA : 
Bom in 1922 to a forest warden in Madiiya Pradesh in central India, he 
studied painting at the Nagpur school of art and the Sir J.J. School of Art, 
Bombay, before leaving for the Ecole Nationale Des Beaux Arts in Paris on 
French Government Scholarship in 1950. Recipient of the Prix de-la-Critique 
in 1956, first non-French artist receive the honour. In recognftion to his 
marvelous contributions in the sphere of art, the Indian government gave him 
the Padma Shri in the year 1981. S.H. Raza is also a fellow of the Lalit Kala 
Academy at New Delhi in India. Further on the state government of the place 
of is birth Madhya Pradesh, awarded him the Kalidas Samman.'" 
He has participated in several individual exhibitions of his paintings and 
group shows both in India and abroad. In an early renounced the lavish 
Kashmir landscape for which he was known, in favour of the resonant 
symbolism that has become his hallmark. Through this symbolism, he 
translates the organic processes of germination, growth, decay and resurgence 
into a geometry of the sublime while he has translated the landscape into the 
deep colour saturations of an abstract pictorial space occasionally a'hiiolaled 
with a floating poem. Raza more often evokes the theme of fertility through 
such key motifs as the bija or seed, the bindu or focal source, which occupy a 
11 Tantra Like Paintings of Biren De, Roopa-Lekha, Vol. 60, No. 1-2, 1988. 
12 Malik, Keshav, A Question of Symbols, Lalit Kala Contemporary, No. 12, 1973 
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RAZA, S.H. 
Surya 
203 X 190, Acrylic, 1986 
Private, Paris 
"My present work is the result of two 
parallel enquiries. Firstly, it aimed at pure 
plastic order. Secondly, it concerns the 
theme of nature. Both have converged into 
a single point and become inseparable; the 
point, the bindu, symbolises the seed, 
bearing the potential of all life, in a 
sense'.... To express this concept^  the artist 
(Raza) resorts to the principles which 
govern pictorial language; the essential 
vocabulary of the point, line, diagonal, 
circle, square and triangle ... This concern 
with pure geometry and its signification 
can be misconstrued to suggest the 
approach of a formalist, or a structuralist, 
or even that of a neo-tantric. Nothing could 
be more misleading". 
Geeti Sen, Genesis. In 
Raza anthology, 1980,90. 
Bombay: C.H. Publications, 
1991. 
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central place in his private mythology. From his earlier landscapes and 
cityscape in semi-abstract style, Raza, Paris - based Indian artisi, had moved 
to reducing everything to the metaphor of spheres, cones & cylinders and 
created a world of geometry. Geometry provided him both a plane and a 
ground for his luminous colours. In his mandala - like paintings, the bindu 
emerged as a 'complimentarily' offerees that engender energy. The paintings, 
in an outburst of the five basic colours represented his, search tor the Sunya. 
Rich in meaningful.organization of lines and forms in dazzling colours, his 
paintings were a 'visual orchestration' for the perspective.''^  
A strong colourist Raza's painting resonate the passionate hot coloures of 
India with all their symbolic, emotive value, while drawing from the 
memories of childhood spent in the forest he has been inspired b\ Indian 
Metaphysical Thoughts'. Many of his paintings have a dark circular focal 
point terms the bindu which according to him is the fountain head of both 
energy and creativity. To him, the bindu symbolizes the core of creation, the 
center of universe, the nothingness from which everything originates and in 
which every thing finds its end. It is the shunya in which every thing rest. So 
S.H. Raza explains his fascination with the bindu, which has become the 
leitmotif in his work, illustrating his interpretation of creation and divinity, he 
is one of the India's great icons.''' 
13 S.H. Raza's Landmark Exhibition of Recent Paintings, Summer 2005, London and New York, 
14 Abhay, Sardesai, Non-Figurative Tantric Style, Art India, Vol. 3, issue 4, Oct-Dec, 1998. 
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By the 1970*s Raza had grown increasingly unhappy and carelessness with is 
own work and wanted to find a new direction and deeper authenticity in his 
work, and move away from what he called the 'plastic art'. His trips to India, 
specially to caves, Ajanta, EUora, followed by those Banaras, Gujarat and 
Rajasthan, made him realize his roots and study Indian Culture more closely, 
the result was 'Bindu, which signified his rebirth as a painter. The Bindu 
came forth in 1980 and took his work deep and brought his new-found Indian 
vision and Indian Ethnography 
After the introduction of 'Bindu (a point or the source of energy) he added 
fewer dimensions to his thematic oeuvre in the following decades with the 
inclusion of themes around the Tribhuj (Triangle) which bolstered Indian 
concept of space and tie as well as that of prakriti-purusha' (the female and 
the male energy). 
The unique energy vibrating with colour in his early landscapes are now more 
subtle but equality if not more dynamic Raza abandoned the e.xpressionistic 
landscape for a geometric abstraction and the Bindu. Raza perceives ihe bindu 
as the center of creation and existence progressing towards forms and colour 
as well as energy sound, space and time 
His work took another leap in 2000 when he began to express his increasingly 
deepened insights and thought on Indian spiritual and created works around 
the Kundalini Nagas and the Mahabharat. 
Collection 
Plate-25 
Bindu and Earth (1983) 
Acrylic on convas; 160 x 80 cm 
Mr. and Mrs. Chester E. Herwitz, Worcester, U.S.A. 
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"My work is my own inner experience and involvement, it is the 
mysteries of nature and form which is expressed in colour line space and 
light" 
S.H.Raza'^ 
The life history of SH Raza's career saw his paint on themes related to 
western Modemian and then he slowly shifted from Expressionist towards the 
abstraction in mode Presently his work features elements of Tanirism inspired 
from Indian Scriptural Texts. In other words his paintings showcasing 
landscapes and townscapes during the 40's gradually metamorphosed to 
become expression abstract works'^  
K.C.S PANIKER 
He studied at the Government college of Arts and Crafts Madras and 
received teaching position there in 1941. In 1944 he established Progressive 
Artists Association in Madras and Chola Mandel Artists' Village Madras in 
1966. 
K.C.S. Paniker moved from the romanticism of the early years and involved 
with great case to the elements of a new and contemporary metaphysics and 
started working on the possibilities of two-dimensional design. By 
intensifying this approach to a painting he had succeeded in eliminating the 
"scientific' or 'realistic' mass almost completely from the picture. Mass 
15 Passion : Life and Art of Raza, S.H. Raza, Ashok Vajpay (Ed.) 2005. 
16 Wright S Fredrick , Neo-Tantra, Contemporary Indian Painting, Wright Art Gallery, Los 
Angeles, 1985. 
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Words and Symbols Series 
43x124. Oil on board, 1965 
Gallery Chemould, 
Bombay 
"... My work of the Words and Symbols 
series, started in 1963, using mathematical 
symbols, Arabic figures and the Roman 
script, helping me create an atmosphere oi 
new picture making which I seemed very 
much to need... in the course of time when 
my symbols changed I found the 
Malayalam script more congenial... The 
scripts are not intended to be read. To 
make them illegible I introduce strange 
shapes and characters in between the 
groups of letters. The symbols and 
diagrams, the tabular columns etc. have no 
meaning whatsoever other than their visual 
aspect and images born out of association 
of ideas". 
K.C.S. Paniker, 
'Contemporary Painters and 
Metaphysical elements in the art 
of the past', LKC 12-13 (Apr-
Sep 1971). 
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K.C.S. PANIKER 
Picture in gold, 1969 
122.5x211 cm 
National Gallery of Modern Art, 
New Delhi 
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according to this interpretation which he gives in his 'words and symbols" 
series is an intensity of arrangement an intricate and minutely 'live" quality in 
design and not the quantitative substance of European science The totality in 
Paniker's design on his own private admission had been suggested by the 
horoscope. Now the horoscope, not matter its 'Scientific' rationality, 
represents in an instantaneous design of script and line a case of human 
existence. It is a device that converts the chronological sequence of events 
that make a life into a single pictorial instant. Visualizing this way Paniker 
interprets time as the total design of an existence and not as the abstract 
chronological quantity of western science. These two reformulations of two of 
the basic concepts of 'scientific rationality' is clear progress towards the 
metaphysics of a new rationality. During his lifetime K.C.S. Paniker did not 
make any personal statement regarding the relationship of his paintings with 
Tantric visual and spiritual manifestations." 
A cursory glance at his latest paintings unmistakably established his kinship 
with Tantric plastic forms and spiritual doctrines The application of 
vermilion hues on gold and silver foils at once reminds one of certain Tantric 
manifestafions of god, goddesses and village deities. The visual imagery 
incorporating abstract symbols such as square, circle, triangles and traditional 
images of lotus, transfomiations and variations of different forms of deities, 
and improvisation of other iconographic elements, such as tridents, at once 
17 Parimo, Ratan, Thoughts on Concretizing the Abstraction, Kala Dirgha, Vol. I, Issue 2 April 
2001. 
Plate- 28 
K.C.S. PANIKER 
Words and symbols, 1965 
121.3x151 cm 
National Gallery of Modern Art, 
New Delhi 
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demonstrates the artist's creative vision, closely related to that imbibsd in the 
Tantric visual vocabulary. The total expression evolves from the artist's 
mystic experiences, emerging out of his inner consciousness. 
He said - "Mine own work of the 'Words and Symbols series, started in 
1963, using mathematical symbols. Arabic figures and the Roman script, 
helped me to create an atmosphere of new picture making which I 
seemed to need very much." 
To him the modem art of the west had a vital source of inspiration. His work 
has little to do with Tantric art, though he was visually aware somewhat of its 
forms. His pictures are just a contemporary expression.'* 
PRAPHAKARBARVE: 
Prabhakar Barve was born in Konkan into a family closely associated with the 
arts. His grand uncle V.P. Karmakar was a well-known sculptor and his father 
was an artist working in Bombay's Film Studio. Barve joined the J..J. School 
of Arts and was heavily influenced by Paul Klee during his early years. 
During his student years he was involved, along with other leading painters 
like K.G. Subramanyam, Gautam Waghela, and Ambadas in the "Weaver's 
Service Centre" where five artists work closely with weaver's in the 
development of modem textile designs.'^ Soon after, he spent three years in 
Varanasi, his acquaintance with the cult of Tantrics is obvious in many of his 
18 Hioskote, Ranit, Concerning the Spiritual in Contemporary Arts, Art India, Vol. 3, Issue 4, 
Oct. to Dec, 1998. 
19. Barve, Prabhakar, Oblituary notice in Afternoon Dispatch and Courier, Bombay, Dec. 9, 1995. 
Plate- 29 
BARVE, PRABHAKAR 
Chest Series: The Trunk with a Rainbow. 30x47.5 W/c & Ink. 1933 
Private, Bombay 
Plate- 30 
BARVE, PRABHAKAR 
Chest Series: The Red Box, 30x47.5 W/c & Ink, 1933 
Private, Bombay 
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paintings during this time. His involvement with Tantra imager) is of a 
different range. He sustains his compositions within an arcliitecture of 
symbolism, an iconic fantasy as it were, derived from what may be described 
as a curious mixture of op, pop, Indian folk paintings and Tantra. 
Barve reacts optically to the almost coercing visuals of city life, and the 
appurtenances of urban living. There is a certain flatness and garnishness in 
his screaming colours. Entirely different in effect. Since Barve mostly uses 
the housepainter's brand of synthetic glossy enamels, he relates himself with a 
pertinent to the loudness and tenor of city existence - the gallimaufr> of post-
box-red, taxi car-cream and black, traffic sign-red-yellow, green and the 
like.^ ° 
His coloures were deliberately restricted in range and he applied ihem in bold 
flat areas. During this face Barve started employing playing cards to great 
effect [e.g. Astral Movements]. He borrowed and adapted the standard 
imagery of Tantra. His geometrical explorations were simple but inventive, 
the elliptical fonn suggesting an open seed, the twin triangle, and the little 
spherical, nuclear entities floating in space. 
Barve delights in the exploration of lines and linear forms; in the suength of 
basic design. The nature of a diagrammatic scheme in his paintings 
illuminates the constant play of symbols and colours of an urban environment 
with recurring primitivism stains that essentially characterizes ihe tenor of 
20. Krishnan, S.A. Image and Inspiration, The Indian Express, New Delhi, Sunday, May 20,2001 
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modem art. Starting from 1961, until his death in 1995 held held 12 solo 
exhibitions and in 1969 he won an award instituted by ihe Japanese 
newspaper Yoshi hari Shimbun. In 1976 he won one of the top awards in the 
Annual Exhibition of the Lalit Kala Academy. Towards the end of his life he 
wrote a book in Marathi "Kora Canvas".'^ ' 
OM PRAKASH SHARMA 
Bom on 14^ December 1932. at Bawal, Haryana, India, in a conser\'ative and 
poor family of railway employees who had no interest in Art. He continued to 
live and mostly work in India which allowed him the freedom to do what he 
wanted to as an artist. That also inspired him to constantly derive from her 
enormous wealth of visual ideas and magnificent artistic traditions. The 
joumey continues thus. In 1950, he did 150 paintings and many drawings and 
sketches. Out of which he gave 20 water colours executed in wash technique, 
typical of Bengal school, to someone for exhibition, in Delhi. He gave another 
20 British school style landscapes, painted in water colours on locations in 
Delhi to his teacher. Out of remaining 110 works were sold."^  
He found that in 1950's only a few would appreciate and fewer to buy art. In 
1953, 56 and 58, he traveled extensively in India east,' west and south, to 
study the magnificence of Indian Art through the ages in temples and caves 
and make hundreds of sketches, which completed the cycle of understanding 
the intricacies of Indian classical Art. He started playing Sitar in January of 
21 . Palsik, S.B., Thoughts on Tantra, Lalit Kala Contemporary, Nos. 27,28, Sept. 1979. 
22 . Shukla, Rajesh, Kumar, Concerning the Spiritual in Art, Winson Books, India, 2008, pp. 72-
75. 
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Plate- 31 
OM PRAKASH 
Eco-Mandala 
57x57,2005 
Acrylic on Canvas 
Courtesy Artist 
On Om Prakash Sharma's exhibiti(m of 
recent works based on Tantra, for instant, 
at artist "Tantra originated from the union 
of Shiva and Shakti, an intense practice of 
ritual and customs. While I don't practice 
that, as an artist it still remains a socially 
relevant form of self expression. It delves 
into the source and the core of existence", 
says the artist who works with the mandain 
(geometric pattern), pure colours and 
cosmic geometry. As artist like Om 
Prakash using Tantric symbols in their 
work here was a form that merged both the 
abstract and the figurative, "I started using 
geometric symbols and instruments, 
combining architectural concepts for my 
artistic idiom". 
The art of Tantra, 
Namita Kohli, 
Hindustan Times, 
Sunday, Sept. 30, 2007, 
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1956, and got passionately interested in the theory and practice of North 
Indian Classical Music. He came in contact with eminent gurus including 
Pandit Ravi Shankar, who helped him in identifying the traditional 
iconography of different ranges which inspired him to paint 25 Ragmala 
paintings in water colours. 
He went to Kashmir in 1960 and again in 1969 for an artist camp, and in 1962 
to Dalhousie which brought him closer to the beauty of nature in the gigantic 
Himalayas. He painted it in water colours and made many sketches there 
which were used to make several paintings. 
In January of 1961, he joined the School of Planning and Architecture, New 
Delhi to teach more Art and Basic Design. In 1964, he went to U.S.A. after a 
successful exhibition of Kumar Gallery, New Delhi, a prominent and active 
place to show contemporary art in the sixties. Besides studying at Columbia 
university and Art student's League for post-graduate studies in I'ine Arts and 
Art history, he held three sole exhibitions. He took a course in Chinese 
calligraphy and also learnt graphics under a Japanese master to do 
Lithogrpahy. He painted 34 canvases in to and acrylics in New York, which 
were exhibited in three solo exhibitions, and also made many drawings in dry 
medium from live models. Out of them 36 were exhibited after ihirt) years in 
1995 at Aurobindo Gallery, New Delhi.^ "' 
23 . Sinha Indra, The Great Book of Tantra, Amazon books, Park Street Press, 1993. pp. 110-112. 
In 1967, Ajit Mookerjee's book Tanta Art was published by Kumar Gallery. It 
created worldwide ripples and a few of Indian artist including Om Prakash, 
were labeled as 'Tantric Artists: while it vindicated his use ol geometrical 
forms it also groomed him in his formative years. It bothered liim to the 
extent that he said in an interview. 
"I am no Tantric and I am not interested in reviving or simulating lantra Art, 
I could not even if I wanted to. Whatever our understanding of the Tantric 
thought based on recent important research, it can at best be of an indirect 
kind in the present context. More than this, it was the Tantric philosophy of 
self-realization and the Magnificent concept of discipline in ever) thing and on 
the highest plane which could influence and inspire me".^ '* 
In December 1980, he had kind of a retrospective exhibition oi whatever 
painting he had with him at the large galleries of Lalit Kala Academy, New 
Delhi shared with Late G.R. Santosh, who was a friend and compatriot. 
Tantra, at best is concerned with those energies which are bestovvcd by nature. 
One has to recognize and identify them with himself and during ihc process of 
one's work. In Om Prakash's case, constant work, meditating on ihem, and 
continuous effort of recognizing the phenomenon of energy has helped his 
Neo-Tantric Paintings of the past 17 years. His paintings start at the point 
where Tantric illustrations or designs finish. In the real Tantric way the 
24 . Mago Pram Nath, Om Prakash -a profile. Lalit Kala Contemporary, Issue-1, Aprill 971. 
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OM PRAKASH 
Union of Symbols 
60x80,2006 
Acrylic on Canvas 
Courtesy Artist 
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outward simplicity of Om Prakash works hold behind them tiemendous 
tunnoil, struggle pain, pleasure, emotion and detachment. 
It is paintings are a reflection of himself Tantra art has depended heavily on 
geometry and so his paintings. Complex colour orchestration is an essential 
component of his work without which the emotional, intellectual and spiritual 
levels could not be reached. His colour are mystical and do not express son 
the physical level. Like in tantra his search becomes research along the most 
demanding logical progressions gradually incorporating the forms, symmetry, 
directions and symbols. 
The Tantric philosophy embraces a very wholesome view of natme. Tanoti iti 
tantra - meaning whatever holds the cosmic egg together - L'punishada. In 
his alter works he had tried to gain rater insight into nature by \ ie^ i^ng from 
without and from within. To express cosmology Tantric artists have used 
symbols and so had lie by letting them emerge originally through the forms. If 
he had used elements from plant life or landscape it is not from sticky 
sentimentality or for decoration but for the purpose of establishing a more 
concrete symbolic synthesis. Om Prakash's search for sound/music image has 
emerged from his dual involvement in painting and playing sitar. The typical 
nuances of his tones are the result of this experience with Indian classical 
Music. The arithmetic of his paintings is more musical than anything else. He 
had constantly tried to see his music and hear his paintings.'^  
25 . Fredrick, S. Wright, Neo-Tantra: Contemporary Indian Paintings Inspired by Tradition, Wright 
Art Gallery, Los Angeles, 1985, p. 201. 
Plate- 33 
OM PRAKASH 
Mandala of Red Flower 
40x40,2005 
Acrylic on (Canvas 
Courtesy Artist 
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Years ago, his western friend Prof. Ellena Sendy UK used to call him 'Om 
Pracasso' or 'Omadeus' considering him to be one like them. It was a tease as 
much as to recognize his talent. At the same time he belongs to India, which 
he is widely recognized and granted prestigious awards. His art is avant gard 
and yet traditional, bold and gentle, both instinctive and rationalh organized. 
His paintings shining from inside with enormous energy arc intricately 
detailed with mysterious abstraction and geometrically clear, f Ic is the one 
who can happily combine all the extremes due to his amazing ability to feel 
and create new kinds of hannony."'' 
In 1969, Om Prakash won National Award for Painting b\ i.alit Kah 
Academy, New Delhi, by the President of India and several aw a ids in State 
Exhibitions including First Prizes in Annual Art Exhibitions of the 
A.LF.A.C.S., New Delhi (1966, 1967, 1969), Delhi State Award in 2003. And 
he is a recipient of an Honorar}' membership of Russian Academx oi'- Fine Art, 
Moscow,•^ ^ 
An Analysis of the Art of Tantric Paintings reveals many interesting aspects: 
In the present day, artistic and cultural situation reveals a genci li desire to 
make an intense return to a state of primitive orientation. In the conscience of 
civilized man enquiries resound to re-gain the lost flavour of a cultural 
primitivism. 
26 . Letter from Prof. Elen Sandyuk, Moscow State University, 4th July, 2006. 
27 . Shukla, Rajesh , Kumar, Concerning the Spiritual in Art, Winson Books, India 2008, p. 76. 
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OM PRAKASH 
Barren Amptitude 
44x56, 2005 
Acrylic on Canvas 
Courtesy Artist 
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The Indian painter may perhaps be able to renew himself and preserve, 
incidentally, the spoor of national identity, by his relationship with 
developments arising out of a source closer and immediate to his 
environmental and contemplative consciousness. The retinal exploitation of 
the patterns of the various forms and motifs of the tantra st} le. may prove 
more satisfactory at achieving a norm of aesthetic efficacy siisiaincd by the 
ethos of one's own culture. 
Some of India's significant painters have been influenced by tlie symbolic 
iconography of Tantra Art; they have derived assurance and su>,icnance from 
its methods of'metaphorical and pictorial thinking.' 
G.R.Santosh is the one of the most important artist, in whose work, there is a 
lot of reference to the Tantric ideology. His work is a mosi graphic and 
impeccable realization of the Tantric ideal of non asceticism. 1 le depicts the 
union of Shiva and Shakti in an exoteric manner regarding sex as die supreme 
symbol of the senses. 
Biren De, is commonly described as a Tantric Painter, although he does not 
consider himself as a cult painter. His essential objective is \o disco\'er the 
true nature. His paintings possesses a visionary quality in lerms of 
transcendental concept of light, of an effulgent, expansive kind. The forms are 
based on the principles of radiation, multi-petalied flower-like (onns in their 
myriad manifestations They are the images of energy that acti\ales life, 
rendered in brilliant, glowing colours 
57 
S.H. Raza's work began with a point (a bindu - the source of energy) and 
fanned out into triangles (tribhuj) in vibrant shades There was a point (bindu) 
below, signifying the female energy source and a point at the top symbolizing 
the male entity. 
In Paniker's work we fmd what seems to merely script graph appearing like a 
manuscript page enlarged to the size of a canvas. 
The geometrical configurations, in the works of the above mentioned artists 
are closely linked with the Tantric traditions, they do not serve any specific 
magical functions that were normally assigned by Yantras in the Tantric 
systems. The forms of their art are the images of their consciousness and their 
aspirations. They reveal an urge to connect individual consciousness to the 
deepest layers of being. 
CHAPTER-V 
MOTIFS AND SYMBOLS 
OF TANTRIC ART 
MOTIFS AND SYMBOLS OF TANTRIC ART 
In the beginning, before the advent of religion man was 'one' with nature. 
This vision of his unity prompted the creation of symbols to enable him to see 
himself as a part of the Cosmo-breathing and moving with a life in which all 
elements of existence are interlinked. The Tantras make an extensive use of 
mystic symbols. The use of mystic symbols in Indian culture can be traced 
back to 300 B.C. Tantrism as a science employed these symbols and power 
diagrams to harness one's inner life force. As tools of self-enhancement these 
complex symbols hold multiple layers of metaphysical meaning within its 
form, action, energy and sound associations. According to Carl Jung, 
"symbols are not manufactured but discovered through primal inner 
sources. These patterns emerge from man's strife to fuse the opposite 
forces within him. Such symbols freely recur across various cultures of 
the world." 
Symbol is a medium through which one conveys his sentiments. This medium 
can either be a language, figure or image. At initial level symbols are required 
for layman, but not for the sadhaka like Shree Ramakrishna Paramhansea, 
for whom "everywhere there is a linga^\ He feels, not at particular place or 
in object but everywhere. This identity is the base of Indian symbolism. As 
Daniel Alain observes, "The whole Hindu iconography is built oiK^^de 
of symbols based on the assumption that there exists a natural affinity 
between forms and ideas".' 
1 Daniel, Alain, Hindu Polytheism, Roultedge and Kegan Paul Pvt. Ltd., London, 1964, 1st 
Edition. 
Shiva manifests himself in linga form, 
Brihadeshwar Temple, Tanjore, 
c. 11'*" century A.D., Tamil Nadu 
[11 YANTRAS : 
A Yantra, which means 'aid' or 'tool', is generally drawn on paper or 
engraved on metal, either to aid meditation or as a tangible image of the deity. 
The Yantra is a diagrammatic equivalent of the deity and consists of linear 
and spatial geometrical permutations of the deity. 
The dynamic graph or the diagram of forces by which a thing or a force is 
represented is the Yantra. The Yantras are not abstractions; they are living 
images of cosmic forces of graphs of definite processes. In Yantra, the 
spheroid is looked upon as a sphere in the process of breaking itself into 
separate units, each with its own center. It represents the division of 
wholeness for the sake of multiplicity. 
Yantra is a mystic diagram. Yantra worship is a marked feature of Tantra 
Sadhana; it symbolizes the higher mystic power. Yantra means an apparatus 
by which anything is accomplished. The Yantras come from the Vedic 
diagram, which may be of various shapes according to the rules of sacrifice. 
The Yantras or diagram possessing occult significance and power play a very 
important role in Tantric rituals. They are of two kinds, one for wearing on 
the neck, arm or lock of hair as an amulet and the other, taken as identical 
with the deity for the purpose of worship. Such Yantras are often engraved on 
metal plates, bhuija leaves etc. Thus, the second part gives the direction for 
the making, by means of royal Mantra and three other famous Vaisnava 
2 Rawson, Philip, Tantra: The Indian Cult of Ecstasy, Thames and Hudson Ltd., London 1988 DD 
83-86. 
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Plate- 36 
s have their corresponding yantra forms. Top. from left to 
ra of Annapurna, a form of Durga, and three yantras of 
ala-mukhi; above, from left to right: two yantras of Surya, 
one of Siva; and one of another aspect of Siva, Mrtunjaya, 
r of Death. Mantramahodadhi^ Rajasthan, c. 18"* centur>. 
Gouache on paper 
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Plate- 37 
Sri Yantra, the most celebrated of all tantric yantras. 
Raiasthan, c. 1700. Gouache on paper 
Mantray, of a diagram, Yantra, which worn on the neck, the ami, or a lock of 
hair, will prove a potent amulet. The Yantra or the image is nothing but means 
for aiding dhyana or japa. It should be regarded however as the first step for 
the sadhaka. 
Sri Yantra, among all the Yantras, is the most auspicious Yantra represents 
devi or Shakti. Sri is prefix which denotes auspiciousness. The formation of 
the Sri Yantra is unique. Five triangles with downward apex are superimposed 
by four triangles with downward base. This combination results into forty 
three triangles. The outer appearance of these triangles can be classed into 
seven circles which are considered as the centres of consciousness. It starts 
from Bindu and ends into Bhupura. 
There are many types of Yantras meant for securing one or the other 
objectives like liberation, perfect health, wealth, power, prestige, to overcome 
diseases, to secure long life etc.^  
12] MANTRA: 
Mantra \s Shakti (power) in the form of sound, words, and letters. It is a 
cultivation of true knowledge necessary to get rid of wordly fetters. Mantra is 
an ultimate reality in the form of sound, letters, words or sentences are its 
different forms through which Shakti appears in the individual. The Mantra is 
powerful when it comes from a preceptor who is pure, and has repeated it 
continuously and is able to visualize the Mantra - person or the deity sacred 
3 Chattopadhyaya, Sudhakar, Reflections on the Tantras, Motilal Banarasidas, Delhi, 1978, P. 30 
Plate - 38 
to the Mantra. When the Mantra becomes powerful, the vibrations let loose by 
the worshipper react on the universal Sunya. Mantras are of illimitable 
varieties. The power of Mantra is two fold - vacaka and vacya. There are two 
grades of sound, the more subtle state is known as bindu and the most subtle 
as nada. The expression of sound is possible through letters and hence the 
letter is the bija (seed) of Mantra. The mystery of Mantra is equated also with 
the principle of creation.'' 
The root verb of Mantra is 'Oman' means to meditate. In the Nyasa, we saw 
the significance of thought power. Mantra is nothing but the condensed form 
of that thought power. And that is why proper pronunciation and 
concentration on it gives results. The place of Mantra in the Tantric Sadhanas 
is very significant, not a single Tantric rite is done without Mantra. 
In the Mantra Sadhana Mantras are divided into four groups namely friendly, 
serving, supporting, and destroying. At the time of intuition, guru according 
to the nature of disciple gives the proper Mantra and that Mantra should be 
done constantly. Mantra means the sound-variation in conformity with the 
rhythm of the basic evolution.^  
Mantra is an important element in the Tantric ritual. A basic Mantra is a 
single syllable ending in a nasal 'm', some times 'k' or 't'. A complex Mantra 
is made up of a series of these syllables. Some are purely meaningful sounds 
in their own right, and the best known is the ancient vedic 'Om', while others 
4. Bhattacharya, N.N., Tantrabhidhana, Tantric Lexicon, Manohar Publications, India, 2002, p. 97. 
5 Bandyopadhyay, Pranab, The Goddess of Tantra, Punthi Pustaic, (Calcutta), India, 1987, p 30. 
Hrim, Seed mantra of goddess 
Tripura - Sundari, denoting the unity 
of the male and female principles. 
Srim - Seed mantra of goddess 
Lakshmi, the Shakti of plenitude 
and fortune 
Krim - Seed mantra of the goddess 
Kali, representing her power of 
creation and dissolution 
Klim - seed mantra of Krishna 
syinbolizcs his eternal aspect of love. 
are generally the first syllables of the names of the devta, sometimes with 
slight modifications and also addition of 'm' to their ending. A Mantra is a 
sort of nucleus or central power of storage for the concentrated form of 
cosmic power. It may be recited either voicefully or voicelessly thousands of 
times over and again, what is known 2&japa, so as to produce a commutative 
stream of energy. Mantras may be woven on clothes or printed many times 
over as a visual equivalent to japa. 
A single Mantra may focus more intensely cosmic energy crystallized into a 
grosser form or a bodily representation. For e.g., the word 'Ram' in a 'Fire' 
Mantra, and 'Hrim' a heart Mantra (based on the Sanskrit word Hridaya 
which means 'heart' which is used for evoking the heart energy of the devata. 
Each Mantra creates its own special kind of resonance in space in the realm of 
subtle sound-vibration. Tantras are closely connected with the science of 
sound in the form of Mantras.*^  
[3] MANDALA : 
A Mandala is a mystic circle filled with figural symbols, and in keeping with 
the concept of macrocosm and microcosm it may represent the universe, the 
body or a particular stage of meditation. All representations of external 
objects found on the mandala have a parallel with physiological forces found 
in the individual, which will be encountered during the process of purification 
and meditation. For e.g. an elephant skin is a symbol of ignorance; knife 
6 Shantideva, Sadhu, Encyclopedia of Tantra, Cosmic Publications, Vol. 2, India, 1999, p. 112. 
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Plate-41 
Mahalinga Mandala, Painting, Rajasthan, c. 18 century, A.D 
Plate - 42 
Surya or Sun-Mandala 
Rajasthan, c. 19''' century. 
Ink on paper 
represents that which slashes pride and sin; and deformed faces are used to 
signify the denial of all theories/ 
Mandala is of Hindu origin but is also used in a Buddhist context to refer to 
various tangible objects. In practice, mandala has become a generic term for 
any plan, chart or geometric patterns which represents the cosmos 
metaphysically or symbolically, a microcosmos of the universe from the 
human perspective. 
Mandala - A gathering of aspirants who perform collectively the rituals of the 
five Ms. They sit in a circle (Chakra) along with their female partners, the 
central figure of the ritual and his consort in the middle. Mandala also denotes 
Tantric diagrams of which there are many varieties such as Sarvatobhadra etc. 
In the Buddhis Tantras mandala is the magic circle mystic figures and 
diagrams and figures of gods and goddesses constitute the Mandala. Mandalas 
for ordinary Tantric worship are geometrical diagrams drawn on the ground 
with powder using five colours. 
A Mandala, especially its center can be used during meditation as an object 
for focusing attention. The symmetrical geometric shapes that mandalas tend 
to have drawn the attention of the eyes towards the center.^  
In Hindu cosmology the surface of the earth is represented as a square, which 
after the triangle is the most fundamental of all Hindu forms. The earth is 
7 . Tucci, Guiseppe, The Theory and Practice of Mandala, Samuel Weiser, New York, 1961, pp. 70-
72. 
8 Saran Prem, Tantra - Hedonism in Indian Culture, Print World Pvt. Ltd., New Delhi, 1994, p. 73. 
Plate - 43 
Mandala Diagram, Nepal, c. 1700, 
Gouache on cloth 
represented as four comers with reference to the horizons relationship with 
sunrise and sunset, the north and south direction. The earth is thus called 
Caturbhrsti and is represented in the symbolic form of the Prithvi Mandala. 
The astrological charts and horoscopes also represent in a square plan the 
ecliptic, the positions of the sun, moon, planets and zodiacal constellations 
with reference to the native's place and time of birth. The Vastu Purusha 
Mandala is the metaphysical plan of a building, temple or site. The Manadala 
of the hexagram, somewhat resembling the star of David is an archetypal 
symbol for the sacred union of opposite energies formed by intertwining of 
the "fire" and "water" triangles this symbol represents the masculine and 
4 
feminine principles in perfect union.^  
[3] HUMAN BODY AND ITS REPRESENTATION : 
In the symbology of Tantra art, the structures of the various centers in the 
subtle body are represented in lotus forms, known as charkas. Each of the 
chakra [center] are described as being "lotus - like" with "petals" of a specific 
number and colour, and with associated "Seed - Sounds" [bija]. Forms 
[Yantra] and presiding "deity" [devata]. The "petals" branch off into the 
"pathways" [nadi] like spokes of an umbrella, through which the subtle airs 
can move throughout the whole psycho-organisms. These develop and control 
the secretions [bindus], which in turn [by means of the endocrine-mechanism] 
goVfCm the physical body'° 
9 Jung, Carl, Memories, Dreams, Reflections, Firma Kim Pvt. Ltd., London, 1920, PP. 186-197. 
10 Sudhi, Padma, Symbols of Art, Religion & Philosophy, Intellectual Publishing House, New 
Delhi, 1988, P. 52. 
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The Subtle Body 
The yoga instructions on the visualization and activation of the subtle body 
vary according to the tradition of the guru. First there is the visualization of 
the "emptiness" and "hollowness" of the body. 
Then a central axis [Mount Meru] is imagined, reaching from the base of the 
spine to the crown of the head. Then to each side of the central staff is a 
smaller channel; each of which are also hollow and the breath is associated 
with these channels. The kundalini - Shakti which manifests as a "fire-
serpent" is the cosmic energy which, rising up from the navel center, reaches 
the head center where upon resides the cosmic consciousness is the supreme 
force in the human body." 
There are certain signs that suggests that Kundalini has been awakened : 
1. Bodily heat increases 
2. There are all over the body sweating occurs copiously. 
3. Sharp sensation like scorpion bite 
But the urge to continue the exercise is so imperative that after this stage one 
does not usually give up. As one preservers, however, these signs give way to 
more abstract and less distracting signs. It is interesting that these are at first 
essentially vigorous auditory hallucinations, like sounds made by the sea, at a 
distance, peals the thunder, and the roar of the waterfalls. Than the sounds 
becomes softer and more pleasant; jungling and tinkling of ornaments worn 
on the body, a soft strains from a hand drum, the muffled sound from a hand 
11 Dauglas, Nik, Tantra Yoga, Munshiram, Manoharlal Publications, New Delhi, 1971, p. 71. 
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bell, the musical notes from a lute or flute. Finally, the sound becomes 
exceedingly subtle, like the humming of a bee. At this stage, it is reported that 
one feels dizzy, and salvation becomes copious; the heart beat gets familiar, 
but steadier; bodily sensation are benumbed, and immediate surroundings 
seem to fade away. This is 'the voice of inner silence' unstruck, and 
inarticulate. 
Simultaneously in some cases, but as frequently reported subsequently, one 
begins to 'see things' dots of bright light, flames of fire, orb of brilliance, 
gleaming liens of diverse colours, and geometric patterns of great variety of 
light. Higher stages are said to be characterized by 'sights' of stars, bright and 
whirling circles. These are the particular technique employed for the 
awakening of Kundalini, but it is based on practitioner's temperament, talent, 
early experiences and situational involvements.'^ 
ICONOGRAPHIC IMAGES : 
Iconography literally means "description of Images" or "writing in Images", 
which is a means of understanding the religious, philosophical, symbolical 
and mythological aspects of religion. Religious iconography defines a 
relationship between word and pictorial scheme, each of which follows its 
own logic. Visual forms are not discursive they do not represent their message 
sequentially but simultaneously. While the meanings given through verbal 
12 . Chakravarti, Chintaharan, Tantras - Studies on their Religion and Literature, Punthi Pustai< 
Publications (Calcutta), India, 1963, p. 81. 
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language are understood successively, those given through visual forms and 
understood only by perceiving the whole at once.^ ^ 
Iconography deals with the icons and icons were made with the basic aim of 
worshipped may be in stone, terracotta, bronze, painting or on coins or seals. 
In the words of Dr. J.N. Banergea, the greatest authority on Hindu 
iconography, 'this branch of knowledge is not merely concerned with the 
study and interpretation of the characteristics of the principal icons or 
images proper which are enshrined in the main sanctum of a temple or 
church, but it also deals with the delineation of the special features and 
the understanding of the true significance of the figure, sculptures, 
frescos or such other objects which are executed on different parts of the 
shrine mainly for decorative purpose". 
Thus, in its broader sense, the term iconography really signifies the 
interpretative aspect of the religious art of a country which becomes manifest 
in diverse ways.''* 
Art is the service of Tantra, however, had to serve its different forms and 
schools. Therefore , tantric art contained numerous iconographic images, their 
residues, and different combinations. Among such iconographic elements, 
some important ones simplified, are : 
13 Stuttey; Margaret, The Illustrated Dictionary of Hindu Iconography, Routiedge and Kegan Paul 
Publications, London, 1985, p. I. 
14 Eiiade, Mircea, The Encyclopedia of Religion, Macmillan Publishing Company, Vol 7, New 
York, 1987, p. 1. 
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1. Geometrical: 
Bindu or dot (Primal point), or invisible central point, which has existence. 
Bindu carries within itself the seeds of its future, its multiple potentialities 
symbolically represented by the white and red points. Oval (a cosmic egg), 
square (the perfect form manifested by pairs of opposites acting as 
complimentary rather than contradictory, symbol of the extended world in its 
order), Circle (symbol of continuous movement), Triangle and its variations 
(facing upwards, symbolizing purusha, the male principle, and facing 
downwards, symbolizingpra^/ri, the female principle).'^ 
2. Floral: 
The lotus blossom is one of the principle archetypal symbols used in Yantras. 
Generally centred on the axis with its geometrically abstract petals pointing 
towards the circumference it is the appropriate image to illustrate the 
unfolding of power or the devine essence. In Ancient Indian Cosmology, the 
lotus was associated with creation myths, and is a type of physical prop to the 
universe for e.g., it is, often depicted as springing from Vishnu's Navel, 
supporting and giving birth to Brahma. Since the earliest times, the lotus has 
always been a symbol of the citadel of the heart, the seat of the self Yogis 
believe that there are actual spiritual centres within us whose essential nature 
and luminosity can be experienced during modulation, these spiritual centres 
are often represented symbolically as lotuses. 
15 Mookerjee, Ajit and Khanna, Madhu, The Tantric Way, Vikas Publishing House Delhi 1977 
pp. 61-70. ' ' 
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Thus, the true city of the Supreme Principle is the heart, or central core of the 
individual, symbolized by the lotus. From the Tantric point of view, the lotus 
is the pure self revealed in meditation, the spiritual state in its fullness. 
Because of its association with progression, development and the life 
expanding quality of Prana (breath), the lotus represents the 'out-petalling' 
of the soul flower in the process of spiritual realization.'^ 
The Goddess of wealth Laxmi is called Padma, Kamla, and Kamlasana after 
the other names of the flower. The four headed Vishnu is depicted bearing a 
conch, chakra, mace and lotus in each of his four hands. 
According to Yoga and Tantra there are seven lotus wheels in the human 
body. The lotus is the object of meditation in Tantric Buddhism. The lotus 
motifs has also been extensively used in shrines, art, architecture and 
sculptures of the Jains. The lotus presented an alternative to the banality of 
human existence.'^ 
3. God & Goddesses : 
Tantric Iconography concerned generally well known and important deities 
such as Brahma, Vishnu, Shiva, Devi, Dasha Mahavidya, Mahalakshmi. Each 
of these deities is worshipped in a concrete image (Murti) that can be seen and 
touched. The images have more than two arms and their hands, posed in 
definite gestures, hold the attributes that cannote the deity's power and 
16 Khanna, Madhu, Yantra - The Tantric Symbol of Cosmic Unity, Thames and Hudson Ltd. 
London, 1979, pp. 32-33. 
17 Sahai, Bhagwat, Iconography of Minor Hindu and Buddhist Deities, Abhinav Publications (New 
Delhi), India, 1975, p. 1. 
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establish its identity. The image serves as a Yantra, an "instrument" that 
allows the beholder to catch a reflection of the deity whose effulgence 
transcends what the physical eye can see. As a reflection of this 
transcendental vision, the image is called Binika. This reflection is caught and 
given shape also by the Yantra, a polygon in which the presence of deity 
worship is laid out diagrammatically. The Yantra is constructed with such 
precision that the "image" emerges in its unmistakable identity. 
The God and Goddeses represented in many types of Images, for each of 
these deities has muUiple forms or aspects. The main object of Shiva worship 
is linga. The word linga means "sign" here, a sign in the shape of a cylinder 
with a rounded top. The image of Shiva visualize the god's two 
complimentary natures his grace and his terror. Shiva has multiple arms; their 
basic number four, implies the four cosmic directions. The ornaments, the 
necklaces, belts, earrings and the trident, serpent crescent moon rosary, and 
antelope, are the part of God's image. 
The stand straight like a pillar image of Vishnu has four arms symmetrically 
holds the god's main attributes: 
1. Conch - bom from the primordial ocean - with its structure spiraling 
from a single point is a symbol of the origin of existence, 
2. Wheel - represents the cycle of the season of time, 
3. Mace - stands for the power of knowledge. 
18 Sharma, B.N., Iconography of Sadasiva, Abhinav Publications, (New Delhi), India, 1976. p. 64. 
/ • I 
4. Lotus flowers symbolizes the unfolded universe resin from the ocean of 
creation. 
Brahma has four faces represents the eastern - Rig Veda, Southern - Yajur 
Veda, Western - Sama-Veda, and the northern - Atharva Veda. His four arms 
represents four directions, melted hair and the skin of a black antelope as 
garment. He sits in Padmasana in a chariot drawn by seven Swans represents 
seven Lokas (worlds) on right hand holds rosary represents time another right 
hand holds Kamandalu (vase). The whole universe evolves out of water 
therefore Brahma carries water. He looks Saumya and Toshmya happy and 
worthy of propiliation. His eyes are closed in meditation.'^  
The great goddess, ''DevV represents the creative principle worshiped 
as female. She is Shakti. Her main image is that of Durga in the act of 
beheading the buffalo demon. In her image as Killer of the buffalo demon the 
young and lovely goddess is accompanied by her mounts the lion. 
Tantric deities mainly the Mahavidya goddesses, are very often worshipped in 
images. The most popular image is that of Daksina-Kali. In the textual 
iconological description where she stands on the chest of Shiva lying as a 
corpse. She has four hands, in two of which she holds a skull and a sword and 
the other two exhibit vara and abhaya poses. She has untied hair and a lolling 
tongue pressed by her teeth. 
19 Tewari, S.P., Hindu Iconography, Agam Kala Prakashan, New Delhi, 1979, p. 105. 
4. Minor Deities : 
Some of the minor Tantric deities worshipped are Indra. It is represented as a 
fair man riding a white elephant, Airavat. He is four armed. In one hand he 
carries the Vajra (thunderbolt) and in the other are seen a conch shell bow and 
arrows, a hook and a net, Agni - In scripture and paintings it is represented as 
pot -bellied, red in colour, with one or two faces represents the two fires -
solar and terrestrial. His three legs represents three sacred fires - the nuptial, 
the ceremonial and the sacrificial, seven arms may denote the universal power 
of the all pervading fire. He rides a ram. Yana, Nirruti, Varuna, Vaju, 
Chamunda, Kubera and Isana are others. 
5. Guru : 
Guru plays a very prominent role in Tantra. The importance given to the 
teacher in the Tantra is very great. Says a Text: "There can be no salvation 
without initiation, and there can be no. initiation without a teacher", 
"For one without initiation there is no progress, nor success; therefore 
one must be by all means get initiated by a teacher". 
In Tantra an exalted position has been accorded to women. A female guru is 
preffered to a male. A woman, associated with a men for Tantric worship is 
for Maithuna, is called 'Shakti', Prakrti' or Lata'. 
20 Ramachandra, Rao, S.K., Tantra, Mantra-Yantra - The Tantra Philosophy, Arnold - Heinemann 
Publishers, India, 1979, p. 56. 
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The Yoginis occupy an important place in the Tantric cults. The term Yogini 
denotes female Tantric aspirants, a class of goddesses, and also different 
aspects of the Female Principle residing within the human body. 
The earlier Yoginis were women of flesh and blood, priestesses supposed to 
be possessed by the goddess. Later they are raised to the status of divinity. 
Mudras (Hand poses) and Asanas (postunes) are associated with Indian 
deities and these have great significance in iconography. 
Mudra's are the movements and positions of the hands which have profound 
symbolic meaning, Asana is also used to mean pedestal or seat on which deity 
is seated, standing or sleeping. The pedestal on which a diety sits many 
represent a lotus, when it is called 'padmasana' - The 'Simhasana' is a lion -
pedestal. The deities are often accompanied by a 'vehicle' or mount which 
help in their identification. The Bull Nandi - Shiva, Guruda of- Vishnu. 
Indian deities carry a number of objects in their hands. They hold weapons 
like conch (Sankha), lotus (Padma), mace (gada), wheel (chakra) gada 
{ankusa), noose ipasa), bow (dhanus), arrow (bona), shield {Khetaka), 
Thunderbolt (Vajra), trident (trisula), sword (khadga), spear (shakti), plough 
(hala), pestle {musala\ chisel (tanka), club made of box (Khatvanga), battle 
axe (parasu), javQlm or trident (Sula), fire (Agni), citron (seed of the universe) 
Damaru (drum), stringed musical instrument (Vina), Bell (Ghanta). 
21 Banerjee, S.C, A Brief History of Tantra Literature, Naya Prakash Publication (Caicutrta) 
India, 1988, p. 499. 
Different types of Tilaka (Signs) were also found on the forehead of the three 
main deities -Shiva, Vishnu - Brahma. The Tantric symbol prevalent in the 
pfe-historic India is Swastika. It stands for spiritual victory over mundane 
existence. The vertical line stands for the casual Brahman, the horizontal line 
represents the Effect Brahman.^ ^ 
Apart from Yantra and Mantra there are also some figures or sjonbols which 
have played prominent role in Tantric symbolism. 
a) Linga': 
The Tantric Text ''Anubhava Sutram" clearly declares the Hnga as a 
source of creation and dissolution that source is nothing but the lord Siva 
Himself. This view is also supported by the Abhinava Gupta. In his 
Tantra-loka, he declares that '*the wise man should consider linga as a 
cause of creation and destruction". The Sivapurana consider ''linga as a 
first cause, the source of consciousness and substance of universe". While 
according to the linga purana, ^^linga is both the cause of dissolution and 
evolution". Tantra has not applied linga as physical or gross phallus but as a 
prime cause of creation of universe. This view is also supported by Danielou, 
Alain, *'when Hindu Worship the linga^ they do not deify a physical 
features, they merely recognize the divine eternal form manifest in the 
microcosm. It is the human phallus which is a divine emblem of the 
eternal causal form." 
22 Gupta, R.S., Iconography of the Hindu, Abhinav Publications, India, 1980, pp. 50-51, 
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b) Ardhanarisvara : 
The term ardhanarisvara means half male - half female form. As we know, 
only linga or male pole is not sufficient for any creation. Creation is a result 
of copulation which demands on the other pole, that is Yoni, the female pole. 
Jantra represents the synthesized form of linga - Yoni or Shiva Shakti through 
the symbol of Ardhanarisvara. The concept of Ardha not a fancy of Tantra 
seers, but, it also contains both spiritual and scientific significance universe is 
a creation. This pre-supposes its creator who contains both positive and 
negative or M/F poles. Tantra has projected this polarity in the Higher 
Reality. In the words of Mookerji, Ajit, "The composite figure of Shiva 
and Parvati as half male and half female indicates that male and female 
elements are balanced in both of them. Full emancipation is dependent 
upon our realization of this fact."^^ 
c. Yajna (Sacrifice): 
Yajna is performed both externally and internally. In the external formation of 
sacrifice, an altar is performed out from special materials and by experts. 
Burning fire is placed inside the altar. During the performances of Yajna, 
clarified butter is constaintly poured into the sacrificial fire. Sometimes 
animals are also used as an object of oblation for the satisfaction of deity. The 
Yajna takes place in the physical body. According to Tantra, body is an altar 
in which the some or elixir is being constantly dropped from the Sahasrara 
23 Mookerji, Ajit, Tantra Asana - A Way of Self-Reaiization, Published by Ravi Kumar, 1st 
Edition, 1965, p.57. 
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Chakra or brain. This elixir is being consumed by tiie fire situated in the navel 
region. Semen is the gross form of elixir which is ejected maximum in 
quantity in intercourse. Constant or frequent section of semen naturally results 
into decay because semen is the very base of life. This is the real Tantric 
Yajna which later place within the body with the result that Sadhaka enjoy the 
immortality. The concept of Yajna is the core of the Sadhana aspect. In 
Tantra Sadhana, Sadhaka mentally offers all the five element forces namely. 
Earth {Prithvi), water {Ap), Fire {Teja), Vaju {Air) and Ether (Akasa). 
d) Panea Makara: 5 M's : 
The symbol 5 M's means five items which start with the Syllable 'M'. These 
are namely Madya (wine), Mamsa (meat), Matsya (Fish), Mudra (grain) and 
Mathuna (copulation). 
i) Madya - Wine : Madya means wine, but it is not utilized in Tantra in 
the sense of wine. In Tantra Madya is not a liquor but it is an energy. 
The utilization of this Tantric Madya results into not in a temporary 
relief as it so happens in the gross wine but it gives life - time bless to 
the Sadhaka. Hence, Tantric Sadhaka is not a drunk and but he is a 
worshipper of Shakti or energy. 
ii) Mamsa - Meat : Mamsa is one of the seven components of the body 
i.e. Rakta (Blood), Rasa (Essence), Mamsa (Meat), MaJJa (veins), Arthi 
(Bone), Sukra (semen) and Meda (Marrow). In Tantric puja, meat is an 
animal, sometimes of a human being is also offered to a deity for the 
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satisfaction of deity. In Tantra, wlienever the rermranwBai^used; it does 
not indicate animals like goat, donkey, deer etc. In Tantra, man in a 
natural state is considered as Pasu or an animal. To sacrifice this animal 
means to raise man from his natural state to a Supra natural state or even 
to the spiritual state. Offering meat means process of sublimation, from 
gross to subtle. 
iii) Maisya - Fish : In Tantra, Matsya symbolically represents mind and 
prana, the vital force. As fish floats in the water, mind also floats in the 
sea of sense objects. Mind always moves from one sense object to the 
other and due to its covalent movement it loose its power. So far the 
channelization of mental powers, according to the Tantra, mind should 
be a enfrappeal by the net of Sadhana. 
The other subtle meaning of Matsya is prana or vital force. According to 
Tanfra, though prana pervades in the entire body; we breath. In the 
Yogic terms, life span depends upon the amount of prana consumed 
through respiration. So to enejoy longevity one has to confrol the prana, 
which mones like a fish. 
iv. Mudra - Grain : Mudra means grain or cooked food. In Tantra, Mudra 
is not merely a cooked food but it also contains spiritual meaning. 
According to Tantra, in the realm of Sadhana, the spiritual body of a 
Sadhaka should be sfrengthened by the spiritual food like desire, greed, 
anger, greed anger, lust etc....which should be cooked or sublimated into 
the fire of Brahman. This is the real food of sadhaka by which he 
sustains his spiritual life. So this is the Tantric meaning of Mudra. 
V. Maithuna - copulation : Copulation is an union of male and female, 
the opposite poles required to be brought together for the purpose of 
creation by nature. Tantra has presented the subtle meaning of creation, 
that is spiritual creation for which two opposite poles are required. These 
two poles are Shiva and Shakti. Shiva resides at the Sahasrara (Brain) 
while Sakti at the Muladhara Chakra (Pelvic region). In between these 
two there are six centres of energy around the spinal cord. The energy 
which resides at the pelvic region awakens and penetrates all the centres 
and unites with Siva at the Brain. This is so it is not a gross maithuna or 
copulation taking place between two physical bodies but it is spiritual 
communion with Shiva and Sakti which gives birth or transform the 
whole personality of Sadhaka?'* 
24 Grace. E., Man as Microcosm in Tantric Hinduism, Manohar Publications, India, 1992, pp. 24-
26. 
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The present work, proposes to present, in a historical outline, the genesis, 
development and structural analysis of what is known as Tantric Art of India. 
The main purpose is to determine the exact place of Tantrism in Indian 
religious and philosophical systems and to find out the social and functional 
significance of certain tantric ideas and their derivatives. My aim is to present 
thesis, has been to give in broad outlines a general idea of the subject with 
special reference to the concept literature and various Tantric practices. The 
foregoing chapters offers a mystical and scientific study of Tantra, have dealt 
with the subject from the esoteric and phylosophical point of view. I have also 
tried to give a analytical, critical and comparative study of Tantra and the 
Veda, Hindu Tantra, Tantra Sadhana. Tantric Iconography and the work of 
Indian Tantric Painters. 
Tantrism with its vast literature containing intricate ritualistic and theoretical 
details occupies a significant place in the religious and social life of India. 
But Tantra is much maligned and neglected branch of Indian culture. Though 
no longer held in definite aversion the Tantras are still little known their 
importance being scarcely appreciated. There are some misconceptions about 
Tantra. Many grave charges have been lavelled against Tantra Sadhana. 
According to some, Tantra is full of abscenities and superstitions. Some even 
relegate it to the class of black magic and marked practices. This according to 
me, only reflects the ignorance about the science and mysticism of Tantra. 
There is no doubt some works which deal with black magic and apparent 
abscenities, but they do not form the basis or the main trunk of Tantra 
literature. Tantra Sadhana and its literature are very important parts of the 
Hindu culture. This misconception is only due to the fact that the Tantric 
literature is full of symbolism, the truth of which is revealed only to the 
initiates. Tantric symbolism, is of great esoteric significance. A layman 
cannot comprehend it. His failure to understand and appreciate the deeper 
spiritual and mystic significance of the different symbols renders his 
understanding of the intuitional science of Tantra shallow and superficial. 
But the subject is still an enigma to us, not withstanding numerous works in 
this field, scholarly as well as amateurish. This has been due to the fact that 
there has hitherto been no attempt to interpret the essentials of Tantrism by 
delecting and analyzing, in a historical sequence, the origin and development 
of the components by which it constitutes. In these circumstances, I intended 
to serve as an introduction to and inducement for wide and more detailed 
study. And if it provides any encouragement for further work, 1 shall consider 
my labour empty rewarded. 
In my recent studies I have found that Tantra is a way of life. It is a science 
of religion and covers the whole gamut of life. It is a vast and varied form of 
spiritual Sadhana. It is a quest for both mystic experience and material ends. 
It is a law of socio-spiritual living. In conclusions, pure consciousness is the 
ultimate reality. It is the foundation of all phenomenon of nature. The 
physical, mental and organic phenomenon is the various media through which 
pure consciousness expresses itself. Recognition of ones nature as pure 
consciousness is the ultimate aim of an individual. 
Tantra is the cult and spiritual faith of ancient India. It is the gift of the Non-
Aryan civilization. Groups of Buddhists, Jains and Hindus share Tantric ideas 
and do tantric things. There are not only different forms of Tantra but also 
different schools within each form. Although each one of them has its own 
subtleties, nuances and esoteric norms, there are certain elements which tie 
them together. The principle ones are that there is union in duality, reality is 
unity and the macrocosm (the universe) and the microcosm (the human body) 
are parallel and in essence, are one. Everything related to this vision is 
supported by varying rituals, myths, magic philosophy, and a large number of 
emotive symbols and signs. Initiates carry out meditative practices {Sadhana), 
using Mantras, Yantras and Yoga. They aspire to harness for higher 
attainment, the latent sexual energy {Kundalini), which is thought of as a 
coiled Serpent, lying dormant in the body. 
Tantra art is based on rituals, which includes Yoga, offerings. Meditation and 
sexual intercourse. The most important concept found in the Tantras is the 
necessity of unifying apparent opposites in order to attain enlightenment. 
These opposites are usually represented as male energy (Shiva) and female 
energy (Shakti) or as the individual (Purusha) and nature {Prakriti). This the 
equality, or complimentarily, of male and female is a foremost aspect of 
tantric practice, as the union of both is required in order to achieve the highest 
understanding. 
Another important concept is that of the equality of macrocosm and 
microcosm. According to this principle everything in the external universe is 
represented in some form internally, within the body of the practitioner. Thus 
visual representations of the universe and the world can also be interpreted 
esoterically to refer to areas within the body and to physiological processes 
which may take place during meditation. Tantric meditational practices 
include the use of Mantra. Mandala, Pranayama, Mudra and Maithuna 
Mantras are formulas, composed of sacred syllables, used to bring about a 
desired goal by utilizing the power of sound Mandala is a mystic circle filled 
with figural symbols, and in keeping with the concept of macrocosm and 
microcosm it may represent universe. The body, or a particular stage of 
meditation, Pranayama involves a series techniques for controlling the 
breathing process. It is used to achieve the physical purification needed in 
order to attain highest enlightment through the human body. Maithuna, or 
sexual practice are carried out to express or attain the union of opposites. In 
addition to the primary tantric methods, a variety of other methods may be 
encountered. For example, a Yantra (Geometric diagram) may be used in a 
similar manner as the Mandala. Also very important in the use of particular 
colours. Such as royal blue, or deep red. Which easily captured the attention 
of a practitioner. The tantric viewpoint holds that the supreme being is 
manifested in one of its aspects in an infinity of relations. And though 
involving all relations within itself, it is neither their sum nor it is exhausted 
by them. Shakti, which is its functional aspect, works by negation, 
contradiction and finalization. As Mother power she manifests herself as the 
world and again withdrawn the world into herself 
For the working people of India, Tantra meant something more than a mere 
hieratic, priest centered religious system, preaching the simple and personal 
approach, to deity and a liberal and respectfiil attitude towards human beings. 
It does not advocate that one should withdraw himself or herself from the 
immediate experience- of life. Its scope is vast, since its orbit encompasses 
issues emerging from the unfathomable ocean of consciousness, which 
manifests itself not only within this material universe, but also in thoughts, 
feelings and actions. Tantra regards experiences of the phenomenal world as 
real. Its core is based on the equality of the female: a woman, like a man, 
could equally act as a guru, or a preceptor, to initiate the new, which is 
inevitably linked with the Shakti - Omnipotent and Omnipresent - the female 
principle without the union of the male element (Shiva - Pure consciousness) 
and the female element. Shakti-ultimatQ Energy), there cannot be any creation. 
Therefore these two are inseparable, and when the substance of the two 
images, it becomes a single principle which makes one experience a state of 
ananda, supreme bliss and ecstasy, devoid of any material connotation. So in 
terms of Tantra phraseology, Shiva becomes the emblem of the ultimate 
dissohition of the universe, and Shakti withdraws the physical world into 
herself and finally, withdraws herself to become one with the transcendental 
Shiva. 
The sexual act is a kind of analysis and also therapy, for it is a substantial 
means for achieving the passage from matter to spirit without ever moving 
outside the order of nature; that is, it does not violate or coerce the natural 
organic harmony of universal reality, whether cosmic or individual. This 
freeing from all conditioning is also a freeing from the limitations of human 
nature. Tantrism leads man from the illusory consolations of immaturity to 
prejudice, fear or inhibition can have any fiirther influence upon concentration 
and meditation. Tantrism revealed the weaknesses of human nature leading 
the individual to his highest goals by using the very act which is of itself the 
origin of the individual and of his neuroses, and by exploiting the sexual 
impulse, which is the last analysis is the most absolute impulse common to 
human nature. 
In conclusion we can say without any doubt that, tantra views sex as a means 
of realizing wholeness. Though we are infinite and whole, due to the lack of 
wisdom of it we always try to reach that wholeness. This fact is reflected by 
the attraction of the opposite sex. Tantra says that satisfaction of sex derive is 
the only easiest way for realizing infinite because it is our nature. Suppression 
of it will create nothing but disorder or distortion. 
Tantra art contained numerous iconographic elements, starting from abstract 
forms to figurative images, their residues, and different combinations. Among 
such iconographic elements, some important ones, simplified, are: Bindu 
(primal point). Oval (a cosmic egg). Square (A perfect from manifested by 
pairs of opposite acting as complimentary rather than contradictoiy, symbol 
of the extended world in its order), Circle (symbol of continuous movement), 
Triangle and its variations (facing upwards, symbolizing purusha. the male 
principles, and downwards, symbolizing prakriti, the female principle), 
Trident (the emblem of its deity, Shiva), piercing eyes (symbol of Shakti), 
coiled snake {Kundaline Shakti), Om (the primordial sound symbol of the 
supreme one), Lotus (spiritual centres of a body) and numerous variations of 
organic, geometrical, floral, vegetable animistic forms, gods and goddesses, 
minor deities, gurus, priests, and others, drawn from different Indian religious 
doctrines. The symbolism of colour was also a major constituent, as were the 
varying visual manifestations of sound, light and space. 
The present interest among contemporary Indian painters in tantric, 
symbolical, and similar metaphysical elements in the art of the past is 
therefore essentially or even wholly inspired by visual and pictorial qualities 
of the old form of art. Tantric symbols and diagram as well as tlie Yantras, 
with their great geometric stability of suggestions of dynamic movement and 
strange meaningful colours, have fired the imagination of quite a few Indian 
painters of today with their potentialities for the creation of a new world of 
art. 
Ghulam Rasool Santosh and Biren De have arrived at interesting results 
designing a form reminiscent of a tantric symbol or Yantra in the middle of 
the picture. The surrounding, colour forms, often geometric give their central 
arrangement of the area of concentrated interest, the symbol, a dynamic point. 
S.H. Raza tries to aspire to using the meditative resources of Tantra like the 
bindu, the chakra and the Yantra in his abstracts. 
Some of the highly gifted modem Indian artists, whose recent artistic 
creations defme the scope of Neo Tantric Art, are also concerned with those 
very principles which inspired the pioneer of abstract art. G.R. Santosh, P.T. 
Reddy, K.C.S. Paniker, Biren De, K.V. Haridasan, Om Prakash - all consider 
their work in some way related to traditional tantric ideas, forms and symbols. 
The Indian artists, whose artistic creations have derived inspiration and 
sustenance from the spiritual and aesthetic manifestations of tantra, are not 
tantric practitioners. They do not belong to any school or cult of tantra, nor do 
they practice prescribed rituals. Their affinity with tantra is only emotional 
and intellectual, or, at most, spiritual, as it opens new vistas to harness their 
own latent energies and to transform eroteric doctrines for the creation of their 
aesthetic theories. These theories, in turn, are responsible not only for the 
creation of works of art and to satisfy their emotional, intellectual and artistic 
sensualities, but also to provide mental satisfaction. 
The Tantra is thus a great movement for the uplift of human existence, for the 
recovery of the whole of man to god. All life is sought to be spiritualized and 
given high value as a field and means for the manifestation of the divine. Not 
only in its aim but in its method too. The Tantra seeks to extent the claim of 
the spirit on all the members of the society. The Tanatras therefore, stand for 
Rituals, for Religion, for Medicine, Magic, Mantra, Yantra etc. The special 
characteristic features of Tantras are that they are extremely liberal and open 
to all castes and both sexes without any restrictions. This catholicity of the 
Tantric religion stood on the one hand against the vedic practices and the 
metaphysical philosophy of the Upanishads and on the other, controlled the 
general mass by the force of energy of its magical appeal. In general it is an 
attempt to point out that the tantric practices serve the function of helping a 
practioners to achieve a state of pure concentration. 
The art which has evolved out of Tantra reveals an abundant variety of forms, 
varied inflections of tone and colours, graphic patterns, powerful symbols 
with personal and universal significance. Indian art as a whole has delighted 
in the beauty of erotic subjects and their voluptuous feeling for form, without 
prudery or restrictive inhibitions. It is specially intended to convey a 
knowledge evoking a higher level of perception, and tapping dormant sources 
of our awareness. This form of expressions not persued like detached 
speculation to achieve mere aesthetic delight, but has a deeper meaning. Apart 
from aesthetic value, its real significance lies in its content, the meaning it 
conveys, and the philosophy of life it unravels. In this sense tantra art is visual 
metaphysics. 
Tantra is not something meant to be read about in books. What the text 
consists of are prescriptions for action including mental action which are the 
whole purpose of the texts. If you don't do what your Tantras describe, then 
you will never get the point. 
My definition of the concept of Tantra is, quite simple "Tantra is the ultimate 
love affair with yourself and all of your existence. In the process of igniting 
your internal flame you come to experience all ordinary moments as 
extraordinary experiences. Immersed in the experience, you realize that you 
are the divine, there is nothing else to need or want, but that moment." 
I hope this effort will prove attractive and interesting in my opinion, and this 
will open a new direction for advance work in this aspect. 
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